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__ INTRODUCTION 


Poetry la the translation of a poet'a experience 
with the help of appropriate expression. The poet 
creates a world of his own where in his personal. 
ideals, beliefs, experiences, trials and tribulations 
find an expression transcending the barrier of time 
and place. As a result his creation get immor tallsed 
and its universal appeal is attested to by the critics 
and connoisseurs of all«times. Sanskrit poetry is not 
an exception to this general rule. Poetry is known as 
kavya in Sanskrit and its creators are known as kavis. 
Many poets have blazed forth .in the firmament of 
Sanskrit literature, but few have aurvived down the 
agea to the modern timea. Thoae surviving poeta who 
have enraptured the hearts of the readers: have left “a 
lasting impression and broken down the barriers of time 
and clime the world over. The most celebrated poet is 
undoubtedly Kalidasa. His mahakavyas, dramas and 
lyrics are next to none as they have attained supreme 
perfectiona in delineation of various shades of human 
feelings, marvellous descriptions of nature, superb 
characterisation, judicious selections of theme, 
exuberance of imagination, refined presentation of the 
highest ideals of Indian culture, but his successors 
could not match him in the attainment of perfection in 


these mattera. However, they tried to introduce 


¢ 


innovations in an altogether new direction. The 
language, which was natural and facile in Kalidasa, 
asaumed a pedantic form in the hande of hia aucceasors. 
The heart-touching similes were replaced by belaboured 
bandhas. Mastery over grammatical and lexical 
literature goaded them on to use rarest of rare words 
in the verses. The instruction ~ laid down by 
rhetoricians put ae check on the free and bold 
experiments and innovations of the poet. No new form 
of literary genre evolved. Poetry instead of being a 
spontaneous out — pouring: of the heart of the poet, 
became a tool for exhibiting the acholarship 9 and 
learning and as a consequence, it became difficult, 
unintelligible and full of double entendres and play 
upon worda. Clarity and naturalneaa took a backseat. 
Figures of apeech and fanciful imagination got more and 
_ more prominence. This new trend got a special fillip ‘4, 
in the then royal courts where the poets thronged, 
craving for patronage. This tendency is specially - 
discernible in the post Kalidasian poets like Bharavi, 
Nagha, Sriharaa, and Mentha: Among these successors, 
Bhadravi is regarded as a trend setter, as he ushered in 
this tendency for artificlality for the first time in 


the history of ornate kavya literature. 


In grandeur of theme, majeaty of style, profundity of 
thought and depiction of the heroic sentiment Bhdravi 


surpasses all his predecessors. His Kirat&r juniyam 


has been a model for later epic poeta. Stalvarts of 
. succeeding times have followed Bhdravi'a 
footprint#e even to the minutest details. Magha’s 
Sisupalavadham is nothing but a replica of Bhdravi'’s 
Kirdtdr juniyam clothed inadifferent garb. It evincea a 
striking similarity in its design, execution and 


development of theme and even in the phraseology with 


the former. 


Bhdéravi is a keen observer of human nature and his 
world of experience ia vast and varied. Nagnificent 
“metaphors, similes and a rare mastery in the handling 
languages inspires in the reader, a genuine feeling of 
.admirations for the poet. Bhdravi’s. strength ia 
evident in. the deacriptive and argumentative atyle, 
couched as these are in powerful phraseology. He has a 
calm and refined dignity of diction. Hia play of fancy 
is brilliant. Hie employment of metre is generally 
flawless and very eminently suited to the theme under 
description. Long and complicated compounds are not to 
be seen in his work. The perverse pasaion for volleys 
of puns and inversions and abundance of laboured 
adjectives, complexities of tropes and comparison which 
later on became the favoured way of the poets are not. 
found fn Bhadravi’s poem in abundance. His words are 
pregnant with meaning and expressed with ‘brevity and 
propriety. Hie atyle ia seldom over dreaased as he is a 


sure master of his own craft. 


k 


Though hla Kirdt&r Juniyam ia a plece of poetry of 
very high order executed with consummate skill and 
perfection, still Bhdravi has not enjoyed the same 
favour as Magha and Sriharga have done with the 


critics. One unknown critic even has gone to the 


extent of declaring 


Tavad bha Bhéraverbhati 
yavanmaghasya ‘nodayah | 
a 


Udite naisadhe Kavye 


kva_maghah kva_ca bharavi h || 


Bhdraviv ahinea forth so long as Magha doea not 
appear in the horizon. With Naisadha coming out later 
wat gacns ed 


on with a regal splendor, where is the place for MNagha 


or Bhadravi? 


This estimation regarding . the comparative 
evaluation of .theae three great poeta has been 


unnecessarily harsh with Bharavi.. 


Following his footsteps Magha and Sriharea have no 
doubt achieved greater heights, but as the trend setter 


Bhdravi deserves a more sympathetic treatment, than has 


hitherto been given to him. 


This modest attempt aims at evaluating Bhadravi 
with feellng and sympathy. It attempta to present an 
exhaustive study on modern critical line. The thesis 


consists of six chapters. 


In the first chapter a biographical atudy of 
Bharavi has been attempted. His parentage, birthplace 
and the country where in his poetic talent blossomed 


forth Ln auch aplendor has been dealt with on the basis 


of the available date, 


In the second chapter the genesis and development 
of ornate eple poetry up to Bharavi'a time hae been 
depicted, so that the literary background of: the 
Klratar juniyam can be better appreciated. As poets are 
products of their times, this inveatigation will offer 


us a clue to .delve deep into Bharavian literary 


heritage. —- 


In the third chapter the subject matter of 
Kiratar juniam has been given in detail. The sources of 
Kirdtar juniyam and innovations brought in by the master 
poet have been discussed in an exhaustive way. Though 
derived from an inaignificant episode of the Vanaparvan 
portion of the Mahabharata the Kirdtar juniyam depicta 
the ultimate achievement through penance of the divine 


f 
weapons by Arjuna from Lord Siva and other Gods. From 


this “paw material the Bharavian genius has carved out 
an exqulalte plece of literary art spanning over 
eighteen sargas interspersed with beautiful description 
of political consultation, intrigues, vivid natural 
descriptions and other ingredient features of a 


classleal Sanskrit Mahdkavya. 


In the fourth chapter : characterisation of 
| Kieatar juniyam has been taken up for investigation ‘to 
bring out the values, ideals and idiosyncrasies of the 
poet in to bolder velief as a poet communicates with 


the readers through his characters in the most intimate 


way. 


In the fifth chapter the Kirdtar juniyam has been 
analysed from the point’ of vlew of its poetic content. 
As such Bhdravi’s style, his use of language, 
delineation of various sentiments, figures of speech, 
employment of metres have been brought out into bolder 
relief. A eritical estimate of Bhadravian legacy has 
been attempted -in this chapter to present the 


distinguishing achievement and apparent deficiency of 


his poetic genius. 


In the sixth chapter the social, political and 
philosophical beliefs and ideala of the poet have been 
brought out to light to present a clear picture of the 


social moorings and philosophical parameters in which 


the Bhéravian genius operated, because the contemporary 
gociety exerciaea powerful influences on the thought 


contents of a literary artist in no small measure. 


In the concluding chapter the above findings have 
been summarised to present a comprehensive and cogent 


picture of Bharavian mind and art. 


Thus, thig humble attempt mainly tries to present 
the Bharavian genius on the basis of interpretation of 
the data available to us. Hence, it is hoped that it 
will be a new contribution in my most humble way to the 


Bharavian scholarship. 


HOME OF BHARAVI 


Bhdravi, the epic poet, occupies an illustrious 
positions in kadvya literature. Like Kalid&sa, we donot 
know anything about the personal life and home of. this 
poet. The Alhole inacription! mentions Bharavi as a 
renowned poet. In Indian manuals of poetics Bharavi is 
considered as one among the great poets. It ls presumed 
that he belongs to South India. Dandin in his Avanti 

Sundari Katha has enumerated in detail about his 
forefathers. There was one Damodar, an original 
inhabitant of a place somewhere around Nasik, who 
happened to be the fourth predecessor of Dandin. He 
left his birth place and went to the south to aettle up 
there. Pandit Ramakrishna Kavi, the editor Of Avanti 
Sundari Katha identifles this Damodara with Bhdravi. 
Thus according to him Bhadravi happena to be the great 


grandfather (Prapltamaha) of Dandin, but the quotation 


.on which this surmise is based has been taken. to be 


corrupt. 
°° 


1. Yenadyo ji navesma ethiramarthyidhau 
vivekina jinavedma jl 
sa _vijayatam Ravikirtih , ; 


e 


kavitadrita kalida@daa Bharavikirtih || 
(Calukyard ja-pulakeaidvitiyaaya 
Aiholoshilalekhah) /37 


- Abhilekhamala, p.115 


1. sour y,—) ° 

"Yatah kaueglkakumaro (Damodara) mahasaivam 

mahaprabhavan glram prabhavam pradiptamsam Bharavimn 

“ravim ivenduranurudhya darala iva punyakarmani 
‘@ 


visnuvardhanakse rajasunau pranayamanvabadhnat”. 
ee ¢ 


It is proved that Bharavi was not the prapitamaha 
of Dandin, but a friend of his great grandfather, 
because Damodar is said to have access to the court of 
Visnuvardhan with the help of Bhadravi. So it can be 
safely deduced that Bhadravi was the court poet of 
Calukya king Vignuvardhanz and was an inhabitant of 


‘South India. 


Doladri victory pillar inacription of king 
Manadeva and Licchavi ineeription of Nepal, which have 
been brought to light by Itallan Institute for the 
middle and the far east of Rome, are written in 
Sanskrit. The seript of these inscriptions is northern 
Brahmi. Prof. R. Gnoli found the name of Bhdravi in 
twentieth line of these inscription number XXXIV. There 
Bharavi has been described as leading the life of a 
Sramana or Buddhist monk. So some scholars? try to 


OR oe cme cm etm im mer Gomme the tt te mt AF se Sat ah Gok ny Rn ee ies tre ee Ste me eet eR te ore Oe wine wae wn Gate Mn ee med ee me tee On ey ee mee ee 


z. Doladrl Victory Pillar Inscription of King 


Manadeva-~I 


See Kaiser Bahadur, The Kiratar juniye by Bharavi 
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prove that Bharavi waa born and brought up in Nepal. But 
we should keep It in the mind that Bhadravl has not 
written any other work except Kiratae juniyam. Moreover 
nowhere In the entire book Bhdravi has elther 
emphasised Buddhisim or preached the doctrines of 
Buddhism. No other Buddhist work of Bhdravi has come 
down to us. So it will be wrong to assume that Bharavi 
was a Buddhist poet of Nepal. It might have been the 
case that the name Bhdravi stands for some other 
Buddhist monk in that inscription. Beaides the 
inscription does not connect Bhadravi with his famous 
work the Kiratar juniyam. So Bhadravi, the author of 
Kirdtar juniyam ie altogether different from the Bhd&ravi ~ 


of the inseription of Nepal. 


According to some scholars? Bharavl belongs to the 
northern part of India. For he had described the 
mountain Indrakila in his work. Indrakila Ils in fact 
the name of a mountain, a part of the Himalaya near 
Sikkim. This mountain Ia called by that name even 
“today. What is more significant is that the Kiratas or 


“wild hunters still live around this hill. 


Decca et Re Rie ee a ee eee eee See ke eee eres ieee eee rer nen ron 


3. Galrola, Sanskrit Sahitya k& Samksipta Itlhdsa, 


p.602 
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Hermann Goetz4 clearly points out the impact of 
Bhadravi'’s style on Ravikirti. At Mamallapuram, in the 
southern direction of Madras, there is a temple known 
as the Meganti temple built In 634 A.D. There Ls an 
inscription which indicates that Bhdravi was the court 
poet of king Mahendravarman Pallava, (600 to 630 A.D). 
Thus, since the name of Bhadravi can -be found | in the 


Aihole Inscription of south Indla, scholars are of the 


view that Bhadravi' was a man of South Indla 5. 


There is no external source to know the -birth 
place of Bhdravi. The Internal source is only his book 
the Kirdt&r juniyam.— Bhadravi deseribes that the fists 
of Arjun to Siva were just like the vlolent vaves of 
the Sea dashing against the Sahya mountain in vain®. So 
Prof. R. R. Bhagawat Shastri comes to. the conclusion 


that Bhadravi was a man of South India’. 


SE ree Ome oe 0 em mee meh em cee am att mre Se te HR me Ml Rr a ie Te hae Meets HO ws Om mn ee ea me ee a ee ee 


4. Hermann Goetz - Indla (1958) 


5. Upadhyaya, SSI, p. 230 


6. Kirdtdrjuniyam XVIII - 5 


7. Kale, Kirdt@rjuniyam p. XX 
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Besides Bhadravl deserlbes the Himalaya in a 
highly fanciful manner. Had he been a man of northern 
India, he would have described it more naturally. 
Again when Arjuna’ atarts for Indrakila mountain Bharavil 
does not describe the place and the scenary that come 


in between the starting place and the destination. 


Gaurinath Pathak concludes that Bharavi was a poet 
of Achalapur whoge modern name is Flichpur. But he 
does not give any argument in support of his 
statemente®. : 

As to the opinion of some acholare Bha&ravi'a time 
the name Nasikya was used in a general sense, meaning 
South India?@. Dandin has also used this term in a 


general sense which included even Kanchi. 


HF om te ime ans tae a em me te Me SE ete ate Sate 8k wy nt ym oem te mm Mane aoe tome ame rs mune am nme me bee Mak eke ne em om win Fe, KW mew Sim Ree to we me enter tae me ee na 


8. Pathak, Klilratarjunlyam mahakavya p.I 
Qa. Kriahnamachariar, M, Hiatory of clase¢ical Sanakrit 


Literature p.147 
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Ag we find the name of Bh&ravi in Aihole 
inscription and again he is the paternal grandfather of 
Dandin, we conclude that he belongs to South India. He 
does not - belong to northern part of India, because he 
does not describe the places or scenery of northern 
side as he has done in the case of sourthern ones. 
Some Scholars proved that the home of Bhdravi and was 


_travancore?®. 


9b. Chatherjee, N.C., Home of Bharavi, Proceedings of 
Oriental conference 1944. See Pandeya & Vyasa, 


Sanskrta Sahitya ki ruparekha, p.55 
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DATE OF BHARAVI 


Indian genius displays amazing achievements in 
various fields but it is accused very often it aeiwiane 
that it lacks the sense of history. It is said that the 
dates in Indian History are nothing but pins to be 
bowled down again. Sanskrit poets Mies. a6 not. display 
the historicl sgense in. the true sense of the term 
Bhdravi is no exception to this. No ees in his work 
has he revealed the namea of his patron or the time 


when he flourished, or works he has written. Therefore, 


we have to base our conclusion on indirect sources. 
Bharavi’s date has not yet been clearly fixed by 
the scholars. However, many scholars have tried to fix 


a date of the Kirdtar juniyam. 


In the Aihole inscription of Pulakedin of Calukya 


race, there is a referance to the name of Bhdravi and 
. Kalidasa. 

Yenéyo ji haveama athiramartheyidhau vivekina 

jinavesma | | 

ga vijayatam ravikirtih kavitasrita Kalidasa 

Bhadravikirtih| | 
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This inscription ie dated 556 saka era which ia 
equivalent to 634 A.D. The writer of this prsasti is 
Ravikirti who was in the court of Pulakegin II. So by 
this time Bharavi hag already become famous. C. Kunhan 


Raja gives the reference to a mythological atory. The 


atory runs thus; the third emperor of Gupta dynasty 
-once had been defeated by the Schythian kings. While 
the Saka rulers sorrounded hin, ‘the Gupta King 
Candragupta I1 requested them to set him free. And for 
this he was prepared to give the enemy his own queen 
whose name was Dhruvagsvamini. In the Kir&tar juniyam 
there ia an oblique reference to this atory. Uhile 
Draupadi argues with Yudhigthira and pleads for her 
safety, ashe gays that Yudhisthira is going to give away 
his own kingdom to the enemy. It ia just like a king 


allowing the enemy to snatch away his own queen!9. If 
this statement of Draupadi is taken to be an allusion 
to that event, certainly Bharavi belongs to a period 
not far away from that of the third Gupta emperor. As a 
matter of fact, in the reign of third Gupta emperor, 
the Schythians and the Hunas took possesion of the 


Kingdom by force. So kings surrendered themselves at 


the feet of those foreign invaders. Hence Indirectly 


et et ee Sore ce me ee Me ey tes see nth Sem ine anh meme Sty mah me Mitre me Wem mis HOR GOES a fem SI ere int Sm em nin em Sine ee me Se wi mee oe 
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Bhadravi haa tried to infuse that spirit of heroism in 
the heart of people of those days. To quote Cc. 


’ Kunhan Rajat? "he does not expressely atate his 


mission, but his mission is quite clear in the epic”. 
So Bhdravi must have flourished at the time of 


Candragupta II (380 A.D to 420 A.D). 


Jayaditya in his KAasika Vetti has given 


quotations from the Kiratdr juniyam of Bharavi. 


Prof. A. B. Keith is. of! the opinion that before 


I-Tsing, the Chienese piligrim came to India, Kagika 
Vrtti has already been written. According to the 
* : . 

Scholars!3, © I-Taing had come to India in 691 A.D. So 


Bharavi may be of sixth century A.D. 


Magha has been influenced by Bh&aravi. In the 
Kira&tar juniyam Himalaya is described in many metres and 


Citrabandha is there. Magha depicts Raivataka in many 


A ee Oe a ty Gee Mine mae eee hie Sw Ye Meme ee Re Se om em i ld Te WH Gey See RL inf! Se tine me Gems ee ml Orme dh GES oR SO ly SO MO em SE ne 


11. Raja, C.K., Survey of Sanskrit Literature, p.139 


12. Keith, A.B., History of Sanskrit Literature, p.109 
13. Dasgupta ; (Edited) A History of Sanskrit 


Literature, p.671 
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metres with Citrabandhag. In KirdtAr juniyam cantos 
thirteen to aixteen deal with the talk of peace between 
the Kirata and a measenger. Where as the sixteenth 
canto of Magha deals with a messanger who talks of 


peace. So Bh&dravi must have been earlier than Magha. 


Banabhatta of seventh century A.D has not referred 
to Bharavi. Perhaps by the time of Banabhatta, 
Bhadravi'ts poetry had not become so very famous or 


Bhadravi's fame had not reached north India. So Dr. 


Vachandeo Kumar puts Bhadravi in the later half of sixth 


century a.p.14 


The fifteenth canto of the Kirdtar juniyam igs 
filled with a number of types of verbal tricks. Theae 
tricks may be compared to those described in the 
Kavyddarsa ascribed to Dandin. Bhdravi is said to be a 

personal friend of his great grandfather Damodara who 
“was patronised by Sinhavisnu Pallava who had 
reigned around sixth century A.D. Moreover , according 
to the Avanti Sundari Katha Bhadravi was the court poet 
of Visnuvardhan of 615 A.D. Visnuvardhana was the 


younger brother of Pulakedin II. So Bh&ravi may be 


ome mm ee me me werk meme mee me ee ee ay em ee em Hines inert mh Sth mp mt St cen sie cee wh) meme meth pre eh weet ehh nm ME wre Gets uty i Mi fee inh ee ees tte wee wD a 


14. Kumar, Vachan Deo, Samakrit Sahitya ka Itihdea, 


p.87 
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aseribed to a period round about 600 A.D or before 
that.1° Bhadravi must be earlier than Dandin. According 
to Prof. Maxmuller, Weber, Jacobi etc. Dandin ie of 
sixth century A.D. So Bharavi may be assigned to a 


Still earlier period. 


Bharavi has been referred to by a land grant 
inacription of one Prthvikongani or Prthikongana king. 
That king vas a staunch follower of Jainism. He donated 
a village near Sripura for the worship of the deity of 
the Jaina temple. This land gift grant was veitten in 
the Saka era 698 (776 A.D) near Manyupura. Uhile 
praising the predecessor of Prthikongani, the author 
has written that one king Avinita had & 8on tamed 
_Durvénita. This Durvinita was very learned one and 


wrote a commentary on the fifteenth canto of the 


Kiratar juniyam. In this inscription it ia also 
mentioned that Prthvikongani is the seventh 
15. L 


i. Macdonel, A History of Sanskrit Literature, p.331 


ii. Vyasa, Samskrit Kavi Dardan, p.119 
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descendant of Durvinital®. lf we take 25 years aa an 
average for the period of a king, it takes 175 years 
and the time of Durvinita comes around 600 A.D. So it 
becomes clear that by the beginning of seventh century, 
Bharavi’s KirStar juniyam was very famous in south India 
and many commentaries had been written on it. ‘So 


Bhadravi must have preceded by atleast fifty years. 


Vamana in his Kavyalankéra Sutravetti has given 
the exmple of. Arthdntaranydsa alamkdras from the 
Kiratar juniyam of Bharavi. Vamana is a rhetorician of. 
eigth century A.D and by the time of ‘V&mana, Bhadravi 
has already become very famous. So Bhdravi must have 
lived in the later half of aixth century A.D. 

From the above mentioned references it can = be 


gafely concluded that Bhadravi must have flourished in 


sixth century A.D. 


ce mm ae ee mene mee me min Om St SOR My KR Gh wm Som Hem Ged WOW Guo mht om tn fern Meee fen Ce pm cathy am ney tm eS Gem wih SHED SVG Sc tt wes ster Sm WO ced Wir Ws me 


Gairola, Sanakrit Sahitya ka Samkaipta Itihdea, 


p.705-706 
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PERSONALITY OF BHARAVI 


Poetry reveals the poet in true colours, because 
the poet creats the world of literature and the 
characters on the canvas of his experience first and 
then translates them into world of letters. Hence, the 
ideas,ideals and idlosyncracies of a poet are revealed 
through the characters. Bhdravi is no exception to this 
general dictum. From the close | study of his 
Kiratar juniyam the broad outlines of his personality 
can be drawn. Bhadravi is born and brought up in a 
highly cultured family of those days. His association 
with the learned elite of hia time like Damodara, the 
grand father of poet Dandin and his being a member of 
the court of Calukya king bears testimony to this. 
Hence it is but natural that he used to spend moat. of 
his times in the company of the learned poet. and 
critica assembled in the royal courts 17s Bhdravi _was 


& poet of exceptional calibre. The then perturbed 


ee me me em Smt a ee ete cee See ee cee ee ant em ee OO Se HAO Some OE SN SS HN NY. GO TS FI ED OE Me GE: MY GE Sue Ree ee ee one oe 


17. Viviktavarnabharané sukhasrutih 
# 


prasddayanti hrdayanyapi dvisadm. | 


pravartate nakrta punya karman4dm 
” 
prasannagambhirapad& aaraavati. t| 


KJ 14/3 
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condition of the society moved him a lot and he tried 
to inatill a new senae of patriotiam among the people 
through his work. Preservation of freedom is the 
guiding factor of Bhadravl.He does not like to follow 
the beaten path, rather he prefers to set a new genre 
of literary activity. Literature for pleasure sake is 
not his aim Rather, he tries to, serve society through 
literature. Hence he depicts his Ideals through 
literature in a forceful and vigorous manner. The 
personality of a poet may be judged keeping in view 


these preliminary remarks. 


Bharavi ia “known aa the fineat exponent of 
‘profundity of thoughts L.e. acthagaurava in kavyas. Hie 
concepts of arthagaurava ig a novel one, aa we cannot 
include it in the concept of dhvani, raga or other 
schools. He laid stress on the utility aspect of the 
kavya more than the beautiful aspects. Hence utility of 
a piece of literature should be kept in -view rather 
than the beautiful aspect. The aim of literature 
should, according to Bhairavi, be the attainment of 


dreyas, rather than preyas. 


Sa_sausthavaudarya visesa s&linim 
viniecit&rthA miti vaca m&dade. || 


KT 1/3 
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Sausthava and audar.ya no doubt add to the charm of 
the poem, but the aim, is the attainment of sadhya.i.e. 


goal. Bharavi gives vent to this feeling in 


Kiradtdr juniyam. 


Parin&masukhe gariyaai 


vyathake 'sminvacasi ksa Y | 
Ativeryavativa bhesaje 
bahuralpiyasi drsyate gunah tl 
ee es ae ae 


KJ 2/4 


¥ 


He is always attentive to the goal and not to the 
immediate environment like unpalatable medicines curing 
diseasea. Similarly, “the gravity of thought and 
conduciveness to the happinese in the end should te the 
guiding factor. of a poet. Bhadravi is a man of stern 


virtue. He lays emphasis on the truth, however 


unpalatable it may be. 


Hitam manoh@ri ca durlabam vacah | 


° 


J 1/4 


neces 


The report of vanecara regarding the 
adminiatration of  Suyodhana beara teatimony to this 
fact. Bha&ravl doea not give undue weightage to the 


beautiful expression neglecting his goal. Hence the 
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attainment of sivatatva predominates over 
Saundaryatatva in hls poem. Kalidasa laye emphasia on 
Saundaryatatva, where as Bhdravi puts stress on 
Svastitatva. Kalidasa is a poet of beauty where as 
Bhdravi i4 @ poet of utility. Bharavi is alive to the 
path of conscience and strict adherence to dharma in 
his life. Attainment of yasas and gaurava is his sole 
aim. He thinka the birth of a man futile, if the whole 
world does not bow down its head before such a 
person. !8 | | 

He is a supporter of power and valour. His hero 
Arjuna embodies hia ideals. To live with dignity is hie 
aim. Arjuna says that he ia prepared to lay down his 
life rather than bear the ignominy and live. _ Bharavi 
thinks that strength should not be utilised for ' the 
attainment of worldly pleasures or galvation. He thinks 
that it is better to utilise the strength to resist the 
injustice being done and-to vard off the enemies. 


Arjuna says, *T am not doing penance for individual 


ee ane ene een nn ie kee he ee eee i eke ne ei none 


18. Vanhdalakamimanudhetya samuchhedana vidvisdm. | 
Nirvdnamapi manye ‘hamantardyam jayasriyah. | | 


KI 11/69 


pleasure nor do I like to have anything fleeting as 
these things are like waves of the sea. I am not also 
afraid of dangers like sudden lightning and thunder. I 
am also not after the attainment of moksa, the 
salvation. I only want to take revenge on the deceitful 


ways perpitrated by the enemy. 


Pramarstumayasah pankamichheyam chadmand krtam | 
Vaidhavyatapitdrativanita lochanadmbubhih | | . 


KJ 11/67 


Hence Bhadravi thinks that one’s life becomes 
fruitful if the enemy is vanquished and extirpited. 
Suyodhana in the Kiratar juniyam etande for the greed, 
which wants to acquire other’s belongings by any means. 
Dhananjaya in Bhadravi is nothing but the embodiment of 
victory i.e. Jigiga. His bow and arrow reminds:one of 
the union of valour and wisdom. The . preparation for 
penance points to the controlled behaviour according to 
the prescribed rules. Bhadravi does not like hasty 
actions, rather he seeks actions duly tempered with 


‘deliberations. Truthfulness and devotions to a cause 


undertaken appeala Bhadravi moet. 


Na hi priya pravaktum ichhanti wraA-hitalainah. | | 
. az oS 


KI 1/2 
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He does not like haughty man puffed with pride. 
‘He values most the man with humblenesg. Bhadravi values 
a thing most if it has quality. Ita external 


appearance or size does not interest him. 


"Ilyanistagundya rocatam 
e¢ . 


I,. - - 
ruciradrtha bhavatesibhdrati. | 


Natu vaktr vislesanihsprha ' 
gunagrhy® vacane vipas’citah.” || KJ 2/5 


@ a 


"Gundh priyatve'viskrt& na samstavah”. || KJ 4/25 
ge # Cd id 


Titikea&a according to Bhadravi la the gateway of 
attainment of cherished aim. Therefore, life full of 
patience and control ia always to be pursued. Anger and 


hastiness should be avoided as they lead to downfall in 


the end. 


Abhivarsati yo’nup&dlayan 

vidhibijani vivekavarinad. | 
@ 

Sa_sad& Phalasdlinim kriydm 


saradam loka ivadhitisthati. |{ KJ 2/31 


Balavdnapi kopajanmana 
atamaso n&ibhibhavam runaddhi yah, | 


ksayapakaa ivaindavih kalah 


sakalah hanti sa gaktisampadah 11 Ki 2/37 
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Kva ci irdya parigrahah arlyam 
kva_ca dustendriya vijivasyata | 
Saradabhracalascalendriyai 


rasuraksShi bahuchhalah griyah.|{ KJ 2/39 


Bharavi wants to strike a harmonious balance in 
the three ends of life i.e. dharma, artha and kama. He 
‘wants to live a vigorous life, full of incessant 
activities and confidence. He lays atress on’ valour, 
not on cowardice and goads the readers always to attain 


h 


victory through strength and valours. 


Eti tena vicintya c&pandma ~ 


prathamam paurusacinhamalalambe. | 
Upalabdhagunah parasyabhede 


sSacivah suddha ivaddade ca b&nah tl 
. KJ 13/14 

He advises to reach the goal of life without any 
deviation. A man should not according to Bh&ravi lose 
heart in the face of mounting difficulties and 
disturbances. He should try to overcome them if 
possible by lying low for sometime and planning the 
moves methodically and meticulously, never giving any 


inkling to the enemy. 
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Thug Bharavi appeare to be considerate, calm, and 
grave. His self-respect was great. He never wanta to bowdown 
his head before others. Adversities and unhappiness never 
dampen his spirit. He tries to over come all the odds with 


unruffled courage and deligence. 
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ORIGIN AND DEVELOPMENT OF KAVYA LITERATURE 


UP_TO BHARAVI 


India doea not have a tradition of maintalning the 
history of any fact or event like Greece and Rome. 
Hence it is difficult to trace the origin of kd&vya 
literature accurately down the ages. However the Vedas 
are looked upon as the store house of every thing in 
India. Hence scholars have tried to look into the Reg 
Veda, which is the oldest of all, as the origin from 
which through centuries the kavya literature flourished 
with regal splendour. The hymns addressed to the 
goddess Usas reveal the high poetic descriptions of the 
dawn. These are marked by poetic beauty, sublimity and 
freshness, as they bristle with new ideas and lofty 
thoughta. Usaa la deacribed aa a beautiful maiden. 
Dressed herself like a dancer, She reveals her bosom, 
clothed in light. She appears in the east and. unveils 
her charms!. Some of the hymns to Indra show much 
graphic power of description of his conflict with 
Vretra. The hymns to Maruts often depict with vigorous 


imagery, the phenomena of thunder and lightning and the 


mighty onset of the wind. One hymn addressed to 
Par janya paints the -devastating effects of the 
1. See Winternitz, History of Indian Literature. 


Vol.I, p.83 
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rain storm with great vividness. The hymns in praise of 
Varuna describe his sway as moral ruler of the world in 
an exalted strain of poetry. The gambler’s lament is a 
fine specimen of pathetic poetry. The funeral hymns 
express the ideas connected with death in languages of 
solemn beauty. The “cosmogenic hymns show how 
philosophical speculations can be expressed in poetry 
of no mean order. The seer must have been an 
accomplished poet, who must have studied similar poetic 
creations before hand, but though we can trace the 
germs of poetic creations in the Vedic hymns, still we 
cannot place those hymns beside the literary creations 
which are known as k&vya in later ages. There are in 
the Vedas many hymns which are called samvada sukta and 
d&nmastuti in which the orlgin of dramas and kd&vyas has 
been traced. Katyayana in his Rksarv@nukramani has 
collected twenty two hymns called d&nastutis and there 
are twenty samtvada sfiktas like Yama-Yami samvada (Re 
¥/11), PururavA Urvasi-Safivada (Rg X/15), Saram& ~Pani 
Samvada (Re X/30), Varuna Agni-Samvada (Re &K/51), Indra 
Indrani Samvada (Re X/86)}. Most of these samvadas donot 
appeared to be connected with religious sacrifice nor 
they are usual type of hymns of prayer or thanks 
giving. Some of these dialogue hymns like Purtrava 
Urvasi-Samvada have been turned to beautiful drama like 
Vikram orvasiyam. In the Atharva veda we also find many 


hymna wherein the herolam of kinge has been deseribed 
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in beautiful ways which lateron gave rige to heroic 
poetry. Winternitz traces the origin of Mahakavya to 


these dlalogue hymns 2 


The bards known as sita, magadha and vandi were 
singing the praises of their patrons by collecting 
these tales. These accumulated creations later on gave 
rise to epic literatures like Ramayana and Mahabharata 
which in their turn supplied most of the themes of 
later days mahdakavyas. Other Vedas, the BrdAhmanas, 
Aranyakas and Upanisad .s also sometimes contain 
beautiful verses full of sophisticated images, 


metaphors, similes etc.. But they cannot be taken -as 


specimen of what we call k&vya. 


2. These songs in praise of men probably soon 
developed into epic poems of considerable length 
i.e. heroic ‘songs & into entire cycle of epic 


songs centering around one hero or one great. 


History of Indian literature 


by M. Winternitz Vol I - 314 
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After the Vedic age, we come to the epic 
literature. The Ramayana, the Mah&bh@rata and Puranas 
constitutes the stage. The Ramayana and Mahabharata are 
universally regarded as the source of most of the 
famous nahSkivyas. The Mahabharata is taken to be the 
Itihasa and the Ramayana as Adikadvya and its author 
VAlmiki as Adikavi. Later day poets have tried to 
follow the. technique of descriptions found in the 
Ramayana. The description of sunrise, sunset, wandering 


in the forests, descriptions of various seasons, the 


moon, the night ete., replet in the RamAyana serve as 
a model to the poets to emulate. Indian traditions 
never regard the Mahabharata and Purdnas as Kdavyas, 


though they supply subject matters for poets. 


Coming to the court epics proper, we donot find 


any direct evidence of ita existence in pre-christian 


era, however the inscriptions of Ashoka and 
Kharavela, both written in pali and the Girnar 
inscription of Rudradaman, written in Sanskrit, attest 


to the existence of literary traditions. 


) 4 
In the S&antiparva of MahSbhdrata> we find one 
Gargya writting Devarshi Carita. Whether this Gdadrgya 
has identical with the grammarian, cannot be said with 


3. Santiparva of Mahabharata 210/21 
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certainty. We find the great . grammarian Panini 
ientioned as the author of Jambavati Vijaya consisting 
of eighteen sargag. Vyaddi, a contemporary of Panini Was 
mentioned. as the author of Bd&lacarita mahakavya. 
Samudragupta describes Vyddi as the propounder of Rasa 
theory and initiator of sabda Brahmaika vada. He is 
also said to have surpassed Vy&sa, the author of the 
Mahabharata. This mahadkavya of Vyadi is said to have 


canto of bhas& SamAveda. Katyd&yana ls said to have 


written one svargarohana Kavya. 


* 


"Yah svargarohanam krtva svargamanitavan bhuvi 


4 


kavyena rucirenva khydto varareih kavih.” 
é Pd v4 


Krshnacaritra of Samudragupta 


" Na kevalam vydkaranam puposa 


daksi-sutasyerita vartikaih yah ; 


kavyepi bhayonacakdra tam vai 


katyadyanasau_ kavikarmadaksah.” 


PAtanjali also in his Mahabhasya4 mentions KAtyAayana’s 


kavya. Kayata, Haradatta and Nagesnbhatta ascribed 


’Bhradja slokas to vartikakara in their commentary -to 
Mahabhasya?. 


4. Mahabhasya of Patanjali 4/3/1001 
5. MahA@bhaaya Navanhika, Nirniya Sagar prese P. 34,33 


Padmamanjari part 1,10 
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The Mahabhasya also mentions one poet Tittiri. 
Tittiri waa the elder brother of Vaisampayana and waa 
also his disciple. His another name was also Caraka. In 
the Kasikavrtti we find reference to his slokas 
(Kasikavrtti 413/107). SAayana in his Madhaviya 
dhatuvrtti mentions Ausadhiya Slokas. Patanjali also 
is said to have written a mahakavya named Mahananda. 
This Mahananda may be connected with the (emperor 
Mahdnanda of Magadha. Thus we find the name of many 
mahakavyas not available now. However they attest to 


the existence of kavyas in pre-christian era. Fi 


The inscription available from Girnar District of 
Gujarat attest to the existence of well developed 
Mahdkadvyas. The rock Inscriptions of Rudradaman 
written. in prose are fine specimen of developed gadya 
Kavya. The date of Girndar inscription is placed around 
seventyeight shka era which is equivalent to 158 A.D. 
The language of Girnar inscription is Sanskrit, chaste 


and flowing. The author of Girnar prasasti of 


Rudradaman is an accomplished poet, well versed in 
rhetorics and poetics of his time. Sometimes, the 
language evinces the influences of Prakrit. The 


compounds occur more frequently and are of considerable 
length. One compound specially consists of seventeen 
words. A rhythmical arrangement of letters in longer 


compounds ia often noticed. We find Anuprdaa, Yamaka, 
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This 


Utpreksé, Upama and Slesa interspersed through out the 


inscription. 


The Nasik inscription number elghteen of 
Siripulumayi also belongs to thie time. It is a good 
example of kavya style of second century. It is famous 
for poetic ideas and comparisons. It’s style is 
regarded as a proof for the growth of Kavya in the 
middle of second century. This work is a gadya kavya 


written in Prakrit like Girnar inscription. It employs 


long compounds to bring out ojas. Alliteration are 
profusely used. Conventional similes of court poets 


also find a place in this inscription.: 


Harisena'’s panegyric of Samudragupta reveals ita 
acquintances with a style of court epics and attest to 
the fact that court poetry is being written in the 
fourth century of our era. The author himself terms 
inscriptions as a kavya®. The inscription can be 
termed as a campu ka@vya. The language of the: stanzas 
is simple and free from long and involved compounds 


whereas the prose passages display vigour and are full 


of compounds 
6. Etafca kavyam esdmeva bhattdrakapdd&nam 
da&sasya....Harisenasya sarvabhutahitasukhayastu | 


Diskalkar, BD.B. (1977) Selection trom  Sanakrit 


Inscription, p.25 
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Next comes the Aihole inscription of | Ravikirti 
whose time ia determined to be 345 A_D. The Udayaagliri 
cave inscription of Virasena and Mandasore inscription 
of Vatsabhatti, (437 A.D) and Haraha inscription of 
Ravisanti (555 A.D} and Mandasore inscription of Vasula 
(600 A.D) also attest,to the fact that kavyas were 
written in highly polished form following the dictates 
of rehetoricians. The poets of these inscriptions have 
tried deliberately to model their works of art keeping 


e 


in view the then mahakadvyas which are no _ longer 


available to us. 


Next we find Agvaghosa > the celebrated “Buddhist 
poet and philosopher whose Saundardnanda, Budhacarita 
and Sadriputta Prakarana attest to a highly mellifluous 
diction and developed poetic art. Asvaghosa is aaid to 
be the court poet of Kaniska, the propagator of Saka 
era, of the first century A.D. The language of 
Asvaghosa bears narrative simplicity akin to the great 
Indian epics Ramayana and Mahabharata. Advaghoga wields 
a facile pen. His manner of presentation is sobre, 
elegant and moderately ornate. Though a preacher of 
Buddhist faith, he has tried to advocate Buddhism 
through a kavyas written in Sanskrit instead of PAli 


and Pr&krit. This fact shows the popularity of kavya 


atyle in thoge daya. 
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After Asvaghosa, we come to Kalidasa, the prince 
of poets, | vhoae Kumdrasambhavam, Raghuvameam, 
Meghadutam and RutusamhAram are darling of the 
connoisseurs of.all ages. His kavyas are masterpieces 
of Sanskrit literature and stand as models for the 
later poets. Harmonious blend of sound and senae, 
judicious applications of alankdras and appropriate use 
of metres simplicity of diction, dexterity in. the 
depiction of human sentiments, lovely treatment of 
nature, lack of artificiality and verbosity make him 


stand apart from the common rung of poets. 
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DEFINITION OF MAHAKAVYA 


Mahdkdvya means mahat kavyam i.e. a arand poetry. 
this word mahakavyam ia found in the Uttarakanda of 


Valmiki’s Ramayana for the first time. 


Kim Pram&namidam kdvyam 

ka pratistha mahatmanah | 

Karta kavyasya mahatah 

kva ca sau munipungaVvah [i 94/23 

One, who writes a maha&kavya, is the best writer in 
the Mah&bha&rata. We find ao many worda referring to 
mah&ka@vya. Vyasa says to Brahma that he has written a 
mahakavya, where the _mystery of Veda, iItih&sa and 
Purdnas are. depicted’. But we do not find any 
definition of mahadkavya as understood. by later 
rhetoricians either in R&mayana or in Mah&bharata. The 


earliest rhetorical work available to us in Bhadmaha’s 


So em eh me eek se ce em ate em eee mt rey cm ten ee ts rule GH Oma ee nk Men MeO ee ee mmm tn mh OER it A See OL. RD SL oe ND me SE meh my eth em Me ew 


?. Krtam mayedam bhagavan kavyan parama ujitam 61) 


Brahman vedarahasyam ca Yagrcanyat | 


sthapitam maya (62) 


itih&ea pur dndnamunmegam nirmitam ca yat (63) 


Mahabharata Adipacva Anukramanikd ist Adhdya 
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kAvyAlankéra. Here Bh&maha has given the definition. of 
mahdakavya and haa pointed out ita aalient featurea. 
According to him a mahdkavya should be sargabandha i.e. : 
should be composed in sargas or chapters and noble 
characters (Udatta-carita) should be described in it. 
Its subject matter should be profound. The hero of a 
mahadkavya should be noble and endowed with lofty 
qualities. The atyle should be flowing and free from 
rustic tuses and be ornate. Matters not connected 
organically with the central theme of the mahdkavya 
should not find a place in it. The des¢ription of 
consultation, despatch of the messengers, the march of 
the army and war should be there in mahakavya. 
Beautiful deacription of geagons, tiae of the moon, 
description of gardens, mountains ete.,should find a 
place in its body. The message of the nahakavya must be 
of a didactic nature. The five sandhis and karyavastha 
of a drama should be there. The fall of the hero- should 
not be depicted in it. Thus from a survey of the 
characteristic of a mah&ik&vya as given by Bhdamaha, it 
-is clear that Bhamaha gives due attention to both the 
external and internal embellishments of mah&kavya. But 


one thing is remarkable that he does not say anything 


regarding the number of sargas in a nah&kavya, how to 
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begin a mah&@k&vya or has not enumerated the qualities 
of the hero. He does not say anything regarding the use 


of metre in it. 8 


After Bhd&maha comes Dandin. Dandin has defined 
mahdkdvya as follows: 

Sargabandho mahdkadvya mucyate tasya laksanam 4 
asirnamaskriya vaatunirdedo vapi tanmukham {1C14) 
ltihdsakathodbhuta mitaradva sadas'rayam 
caturvargaphalopetam caturodatta nayakan We ¢15) 


{ s 
Nagar&rnava sailontu_candr&rkodaya varnanaih 1 


uddydna salila krid& madhupana ratotaavaih jf (16) 


fm ee ee a me te me mee te eee ae ee ee treet ee ee ms ee mee wou mene ee mee Sth ue ae Set me lth Dnt SN eek SE ne De nt ees Gem PY anh meine 


8. Sargabandho mahdkavyan mahatdm ca mahachhayat 
agramyasabdamarthyamca ca sdlamkfram saddsrayam 1! 
mantradutaprayanSji nSyakdbhyudayat. ga yat t 


pancabhih sandhibhiryuktam natibyakhyeyamrddhimatc ey 
oT : 


Caturvargadbhidhanepi bhuyasdrthopades'akrt I 


yuktam lokasvabhavena rasaischa sakalaih prthak \t 
Nayakam_ pradgupanyasya vans’ avirya sitt Sdibhih i 

° 
na_tasyaiva badham vruyddanyotkarsabhidhitsayad t 


Yadi Kavya darirasya na sa vyapitayesyate 


na caébhyudaya bhadktaaya inudhadau grahanastave 


Bhamaha - Kavyalamkara 14-23 
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Vipralambairvivahalaca kumarodaya varnanaih 
¢ e 


mantraduta praydnaji nadyakabhyudayal rapi (17) 
Alamkrtamasnksiptamrasabhava nirantaram 


sargaranativistirnnaih s’ravyaverttain 
susandhibhih (18) 
Sarvatra bhinna-vrttantairupetam lokaranjakam | 
kivyam kalpdntarasthdyi jdyeta 
gadalamkrti (19) 


KAvyadaraa 1/14-19 


Dandin Says that a mahak’vya should begin either 
agin bendiction or with namaskriy4, prayer or with 
vaatunirdes’a, deacription of the plot. He saya that 
the plot of mahdkavya should be based on historical 
incident or on the incidents of a nobie man’s life. It 
should have the attainment of the caturvarga by the 


hero at the end. The mahadkadvya should be embellished 


with alamkaras and the descriptions of rasas and bhavas 


should pervade it. The sarga should not be too long 
and the metre should be delightful and should be 
changed towards the end. The descriptions of cities, 
oceans, mountains, seasons, rise of. moon and = sun, 
garden, water sports, drinking of liquor, merriments, 
separation, marriage, birth of son, consultation, 
despatch of meadenger, deacriptiona of war ahould be 
there in a mah&kadvya. So that it should be appealing 


to the reader. Dandin has almost given a complete list 
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with 


of the characteristics of a mah&kavya. But he is silent 
regarding the number “of sargas “in a mahakavya, 
however ,he has referred to the IsSna samhita which 
prescribes that a mahadkdvya should not be less than 


eight cantos or more than thirty cantos. 


We also find the elaborate description of 
mahdkavya in Agnipurdna which almost tallies with 
Dandin’s definition. The point to note in this 
definition is that the Agnipuranakdra has emphasised 


the role of rasa sentiment in mahakdvya? . 


Aftervards Rudrata comes to the gscene and has 


given the elaborate deacription of mah&kavya in hia 


kAvydlamkdra 19. 


me ons eet em ee cre mem ene re ft mde ahh ew mei ned ee ie ah mts ee ae anne met meme me ses a lm rm me NE tre ut wea me ne ms an tee 


9. Vagvaidagdhya pradhane’pi 


rasa evatra jivitam \ 


Agnipurdna 337/33 
10. 


Santi dvidhd prabandhah kdvyakathdkhyayikadayah kavye 
utpadyadnutpadya mahallaghutvena bhuyopi ’ "2". 


atrotp&Sdy& yesan s’ariramutpdayetkabihsakalam 
kalpitayuktopatiim ndyakamapi kutracitkuryyat "3" 
@afijaramitih&ds&diprasiddhamakhi lain tadekades’am va 


aripurayetavavaca yatra kaviste tvenutpaddy&ah man 
Yatra mahanto y y. t 


esu_ca vitatesvabhidhiyate caturvargah 


Sarve rasadh kriyante kavyasthanani sarvani "5” 
“fe laghavo vifvijeya yesvanyatamo bhavechhaturvargat 
asamagranekaragé ye ca eamagralkarasayuktah we" 
“Fatrotpadye pirvan sannagari-varnanah mahaka&vye ' 
kurvita tadanu tasyah nadyaka vahsa prasafisam ca "7" 


tatra trivargasaktam samiddha saktitrayai ca 


Sarvagunam 
‘ ° 


4i 


From the wninute scrutiny of hia deacriptiona | one 
important point emergea that keeping an eye on the, main 
theme accessary anecdotes should . be described in 
mahadkavya, but these accessary anecdotes should not be 
a hindrance to the development of main theme. The aim 
of the mahadkavya should be the attainment of dharna, 
artha, k&ma and mokaa and supernatural elements may 


find a place in its description. However no unnatural 
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io. 
rakta samastaprakrtim vajigisum nadyakan nyasyet "gn 
e s ' \ 


Vidhivatparipdalayatah sakalam r&jyan ca... 
‘“rajavrttam ca  * 


tasya kaddcidupetam #’aradadim varnayet gamayam "gon 
Svarthah mitrarthas va dharm&dim eédhaylayatastaasya 
krtyadisvanyattamah pratipaksam varnayedguninam "10" 
vacarattaddutadva kuldpi va synavatorikaryani 

kurvita sadasi ra&jnam ksobhait krodheddhacittagiram ule 


‘eantrya samam sacivaiyniscitya ca dandasddhyatan 
2 a °° 


tan dadpayetpraydnam ditam va presayenmukharam . "412" 
Atra nayakaprayena nagarikaksobhajanapadadrinadi..h 


atavikainana sarasimaru jaladhidipabhubanani 743" 
oFendhavivocnives’ar -ketaa yunam yathadyatham tesu 


rabyastamayam sandhydm safitamasamathodayamn sasinah "14” 
ajanih ca tatra yondm sama jasangitapana-srngaran 

ite varnayet prasangatkath&m ca bhiyo ainsi "457 0) 

foratinadyakamapi tadvattadabhimukhamamrayamanamayantam 
abhidadhy&atkadryavas’& nnagarirodhasthifamh v&pi "16". 

Yoddhavyam pradtariti .prabandhamadhupitinisi 

kalatrebhyah 


whe 


svavadhatn via‘ amkamanadnsandes' Andadpayetsubhatan "47" 
Somanahya krtavythah savismayan yudhyAama&nayorubhayoh 

krchhrena BAdhu kuryddabhyudayah n& akasyante. “hia” 

sargabhidhani cdsminnavagigarakarandni kurvita - 


sandhinadpi dahs'listmatesamanyonya SanAbandhat "79" 


Rudrata kadvySlaskdra 16th Adhydya 
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a 


human event should be degeribed in a mahadkavya. Rudrata 
deacribes the number of rasas to be ten by including 
danta and preydn, but he also says that any propensity 
capable of being relished should be a raga. He saya 
that a poet should not describe super human elements in 


a mahakavya, because it ig impossible on the part of a 


man to attain such povers. 


The post Rudrata chetoriciansa like Vidy&nath “and 
Kuntaka do not offer anything new regarding the 
characteristics of mah&kavya. Viswanath Kavir&dj has 


synthesised the definitions adduced by his predecessors 


in hie S&hityadarpana. 


From the survey of the various definitions of 
mahakavya as given by different rhetoricians as it is 
clear that the hero of a mahakavya snould be a person 
of Dhirodattadi type. The main sentiment should be 
evther Srfgara, Vira or Santa. It should consist 
atleast of eight sargas and it should not be of too 
long or too short composition. Various natural 
descriptions should be used at proper places. for the 
enhancement of the main theme. The story should be well- 
known preferably from itihadsa. The characters should 
be of noble type. Ite aim ahould be the attainment of 


atleast one of the purusdrtha catustaya. the foremost 


quality is that it should give delight to the readers. 
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KIRATARJUNIYAM AS A MAHAKAVYA 


The Kiratar juniyam exhibits all the 
characteristics of a mahakavya. Its subject matter has 
been taken from the Mahabharata which can very well be 
termed as Itihadsa, as it records the, traditions, 


phllosophy, mannera and customs of ancient India. 


The following descriptions satisfy the‘ average 


standard of KJ , as an epic. 


1. The original story of KJ comes from vanaparva of 


Mahabharata. 1! 
2. The entire work of KJ is divided in-to eighteen 


cantos. Each canto contains more than thirty 


eight verses, as is seen from the table given 


below. 
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li. MahAbhdrata vanaparva Canto 27-Al 
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fone nee ee ee eee \ 
| No.of | Number of verses | No.of | Number of verses | 
| canto | | canto | | 
[------- | --en neon rc etn |~------ [oan nner n rece n 
| I | 46 | xX | 63 | 
|------- | <n onan nr narnia nn [------- ilstelaieteinlaieieiatenians | 
| II. | 59 | XI | 81 - | 
eee teleleletaie aeeneenenEn |-------  eteteetateeeeennenneiane | 
| 4.11 | 60 } XII | 54 ! 
[---=-~> | <n nena nen r cen nne |------- eteiateiateiateeeietateciaans | 
i Ivf 38 j XIII | 71 f 
[------- | moon nner ne nanan [------- | -2ncc eer crn noe nnn 
| Vv | 52 J} XIV | 65 | 
| --~---- | -o anno enn nn nanan | ------- | --- onan nr reen nnn n- | 
J VI] 47 | XV. 53 
|------- eteateateeaneanaianete [--- n> | oo oo rect etc n nnn | 
J} VIrts| 40 | XVI | 64 | 
|------- | moana nen ccc nn nn [---07-- | Honora none n nena | 
{| VIII | 57 } XVII. | 64 | 
[------~ | ---- ono e roan n nn [------- | onoon nator e ene nnn | 
| Ix | 78 JZVIII_ | 48 | 
\ ee ee es we ee ee ee a ee eee / 
3. The hero of KJ ia Arjuna. He ia clever, noble and 
famoua. He poseasesa all the characteriatics of 
Dhirodatta type of hero as mentioned by different 
authorities!*. He is the descendent of a noble 
family of ksatriya. 
l2a 


1 = _ 
Mahdsattvo tigambhirah ksam&vanavikatthanah {| 
o o o 


_ sthira nigudhdhamkaro dhirodattodrdhabratah i] 


Dasiarupakam 2/4-5 


b. Avikatthanah keamdvanatigambhiro mahasatvah 


stheyAnigudhamdno dhirodatto dedhavratah kathitah 
S&hitya Darpana 3/32, p.114 


Dhirodattotigambhiro nyayi satvi keami sthirah 


Natyadarpanapratham viveka 8/7 
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A; The maha&kAvya atarta with benediction, salutation 
or naming of the principal themel3.. Following 
this dictum the KJ starts straight way from the 
main theme i.e. vaetunirdes’a. But fitrabhadnu a 
commentator ‘meets this objection by arguing that 
the initial word sei ig auspicious and serves the 
purposes of salutation?4 

5. Dandin regards descriptions of cities, seaa, 

_mountains, seasons, sunrise, moon rise, garden 
scene, amorous sports in water,:> drinking scene 


etc., should be ‘there in mahdkavya 


a. Descriptions of mountain 
Description of the Himalayas, Kailadsa and 


Indrakila mountain is present in tha Kirdt&r juniyam. 
These mountains are described by Yaksa, who leads 
Arjuna to Indrakila. Himalaya is initially described by 
the poet himself, later on by Arjuna and lastly by 


Yaksa. Utpreksa is decently used to describe 
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13. Adaunamaskriyagirva 


Vastunirdes a eva va 


S&hitya Darpana 6/319, p.591 
; 


14. Sastri, T. Ganapati (Edt) 


Sabdartha dipika - Citrabhanu 
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mountains. Himalaya is compared with sival5. Again the 
landmass of Himalaya is compared with a city. The 
creepers are imagined as building, the empty space 
between huge rocks is compared as the gate, the flower 
forest as garden!®, The various rivers are imagined as 
newly wed brides. Elephants, snakes, swans, cuckoos are 
also deacribed. The description of Kailasa comes 
after Himalaya. 

Here Kuvera has constructed a ‘city to appease 
siva. Various coloured flowers enhance the scenery of 
Kaild&aa. Deer graze. Suneghine makea the jewel present 


in Kaildga more shining!’. After that the description 
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15. Kiratarjuniyam V/2 


16. Manimayukhacaydfisukabha surah 
suravadhu paribhuktalatdgrhah | 


Dadhatamuccadilantaragopuradh 


¢ 


puraivoditapuspavanZ bhuvah It: 


Kiratar juniyam V/5 


17. Parisaravisayesu lidhamukta 
r) FJ q 


haritatrnodgamagankayA& megibhit | 
Sha navasukakomala manindm 
fa 


ravikara samvalitah phalanti bh&sah | | 


Kirdtar juniyam V/38 
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of Indrakila comes. Here many golden valleys with 
gandal trees are present. Airdvata along with other 
elephants stay here. Fruit laden trees, cool breeze, 


sound of birds, beautiful gardens are described nicely. 


b. Garden scene 

Garden scene of Apsar&ds and Gandharvas is vividly 
narrated. At the time of entering into dense forests 
the Apsar&s look like lightning. Plenty of flowers 
‘attract vast number of flower bees who ‘along with 
flower also touch the beautiful limbs of Apsarae!8 . 
Some Apegardae talk intimately with their lovers 
forgetting to cover their body by dresses. Utpreksad is 


used to describe the. graceful bodies of Apsards. 
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18. Tanuralaktarunap4nipallavih 
sphurannakhahsut karaman jaribhrtah \ 
Vil&sinivahulat& vandlayo 
vilepandmodahrtah siaevire yy 


Kirdt&r juniyam VIII/5 
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c. Amorous sport in water 

Amorous play in water is beautifully described in 
the Kir&tde juniyam. The water is very clean with fishes 
swimming, swans floating and there is no detritus 19. 
In the beginning Gandharvas enter into the water to 
know ita depth and the presence of poisonous animals. 
Later Apsar&s enter. The waves disturb the arrangement 
of flowers of the Apsards. The water robs the sandal 
‘paste off their forehead. The Gandharvas flash water 
over their wives and cowives who on their “part enjoy 


the scene with much fun. 


‘d. Description of Moon rise 

Description of sunset and approach of night along 
with stars and moon in the sky is elaborately described 
by the poet. The poet uses Utpreksd to describe the 
sunset by saying " the sun after seeing the water sport 
of Apsard&s and Gandharvas proceeda to the western aea 
to give. scope to these couple for their enjoyment” 
there-after the darkness comes and it paints the 
‘mountains and trees with dark colour. The moon rays 
19. Atha sphuranminavidhuta pahkaja 

vipafkat iraakhalitormiaamhatih | 


payovagadhum kalahawsanddini 


sama juhadveva vadhuh surdpaga {1 


Kirdta@r juniyam VI1I/27 
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spreading on the blue aky drive out the darknees. The 


rising moon is compared to a golden pot 28 


The moon spreads its raya in the etar studded sky 
like a lover spreading its hands’ encircling its 
beloved?! , The description of cakravdaka, the cool wet 
breeze, the fragrance of nocturnal flowers and the 
sound of birds in their nests make the description of 


night lively. 


e. Drinking Scene . 
Description of group drinking in the night is 


there in the Kirat&r juniyam. A wine prepared from 


‘gugarcane juice is used to excite the Apsaras42 “who 


submit themselves forgetting their vanity. 


20. Dipayannath nabhah kiranaughaih 
kunhkuma runapayodhara gaurah | 
Hemakumbha iva purvapayodhe - 
runmamajja sanakaistuhi natiguh 11 
Kirat&rjuniyam 1X/23 


21. slisyatahpriyavadhurupakantham 


tdraka statakarasya himamaoh | 
Udvamannabhirard ja gamanta 


dangardga iva lohitardgah I] 
Kirdtar juniyam 1X/27 
22. Kirdtarjuniyam 1X/42 
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£. Description of Seasons 

The description of seasons is seen in two 
different places, once in the fourth canto where the 
description of Autumn is mentioned and another in the 
tenth canto where in the six seasons are described. In 
Autumn the country side is beautified with the .rice 
crops. The earth is clean without garbage. Arjuna feels. 
the beautiful scenery of the Autumn as a presentation 
of nature to him@3. The sound of the peacock and the 
swan, the clean water of village pond, and. the crop 
field are the usual described scene of Autumn. To 
arouse Arjuna Apasaras along with the seagona reach 
Indrakila. Thia is described in the tenth canto of 
Kiratarjuniyam. the Gandharvas discover the six seasons 
separately in the forests and sky at a particular time 


along with their playing of the lute. The rainy and 
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23. Vinamras@liprasavaughasSlini 


rapetapankadh sasaroruhdmbhasah | 
e 
Nananda pasyannupasima aa athall 


rupdyanibhuta garadgunasriyah 1] 
. e * 


Kirdt@r juniyam 1V/2 


Autumn seasons are described as groom and pride*4, 
Different seasons are described giving various examples 


of flowers, trees, animals, bees and birds. 


&- Description of sending Nessenger 

Sending of messenger is an integral characteristic 
feature of all epics as told by Bhadmaha and Dandin. 
After collecting news regarding Suyodhana the messenger 
of (Pandavas return to Dvaita forest to report to 
Yudhiathira?>. Another messenger is described in the 
thirteenth canto in the form of a KirSta, sent by Siva 


to test Ar juna2®. 


h. Description of Penance 

The tactics adopted by Arjuna to do intense 
penance is praiseworthy. The description of penance of 
Arjuna to appease Indra and Siva is there in the 
Kirdtar juniyam. 
24. DhrtavisavalaySvalirvahanti 

kumudavanaikadukulamattabana 1 

€aradamalatale sarc japSnau | 

ghanasamayena vadhurivdlalambe || 

Kirdtdr juniyan X/24 

25. Kira&t&rjuniyam 1/1-25 


26. Kir&tarjuniyam X111/36-71 
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Taking Vyadea's advice ae guideline Ar juna 
practises penance, lives like a seer without food but 
with weapons in hand? He atlast ia crowned with 


success. 


i. Description of war and the march of the Arny 

The war in the Kirdt&r uniyam is: described from 
canto fourteen to eighteen. The army of siva marches 
spiritedly, competing with one another to reach the 
desired goal first. This type of movement of army 
diaturbs the allence of foreat“®_ The war between the 
army and Arjuna is severe’?, But Arjuna alone defeats 
the entire army. Then the war scene is deacribed 
between Arjuna and Siva. 


27. Anena yogena vivrddhateja 
ni jam parsmai padavimayacchan | 
Gamacara&cara mupdttasastro 
japopa vis&bhisavairmuninam li 


‘Kirdt&@r juniyam 111/28 
28. Kirat&rjuniyam X1V/32 4 34 


29. Sivadhvajinyah pratiyodhamagratah 


aphurantamugresumayukhamal {nam t 
Famekadesasthamanekadesaga 

s 
nidadhyurarkam yugapatpraja iva il 


Kirata&r juniyam XIV/58 
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j. Sentiment 
In the Kirdtdr juniyam heroic is the dominant 
sentiment. The heroic sentiment is further divided into 


four. 


DSnavira, Dharmavira, Yudhavira and. Daydvira 39. 
Bhadravi has accepted Yudhovira type of heroism. 
k.  Sandhi in Kir&tarjuniyam 

Five sandhis are seen in the KJ. Mukhasandhi is 
seen in the firat three cantoa. The germ of the plot is 
aeown here. The next part upto the approach of Arjuna 
to the place of penance is pratimukha ae the germ igs 
germinated to some extent. The next ia Garbhasandhi 
which extends upto the next five ‘and half cantos 
because the plot here is obstructed by Apsards and 
Gandharvas aga they put hinderances for Arjuna to reach 
his desired goal. Vimarsa-sandhi ig seen in the next 
six cantos and a portion of the eighteenth canto 
because the means of achieving the aim is far more 
discernible. The remaining part of eighteenth canto is 
Nirvahana - gandhi as the fruit has now ripened. Ar juna 


gets hia deaired p&supata from diva ‘and aeveral other 


weapons from other lokapalas. 
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30. Sa ca dSnadharmayuddhair dayaya ca 


samanvita sea turdhA syat ’ 


SD 111/234, p.263 
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Deacription of metre 

According to Sahitya Darpana the sarga should be 
written in one metre only except in the concluding 
verse. the concluding verses should have different 
metres! . In Kir&ta except the fifth. and eighteenth 
canto, each canto is generally written in one metre 
with an exception of a few concluding stanzas. The word 
Lakemi finds mention in, the last stanza of each canto 
and the opening verse. The fifth and the eighteenth 


cantoa are dealanad in varloua metrea. 


Inspite of the above description Kir&tar juniyam 
lacks many of the points noted by rhetoriciana like 
marriage, birth of a son but Dandin tells that all the 
characteristics may not alwaya be available in a single 
composition. However the KJ is regarded as a master 


piece in its own strength. 


The famous story implies a story of historical 
importance or a famous folk tale related to a pious 
man. The author of the KJ obeye this rule because the 
main atory of the KL comes from the Vanaparva | C from 


twenty seven to forty one canto) of the Mahabharata. 


31. Ekavrttamayaih padyairavasAnenyavrttakaih 
s ry : a rs 


SShitya Darpana 6/320 


Adequate attention should be given to the raga part of 


a story (imaginative or hietorical) while framing it32, 


The atory line as advocated by Rudrata is of two 
types. One Utpaddya and the other Anutp&dya>? Namisddhu, 
a commentator of Rudrata opines that the Kirdt&r juniyam 


is Anutpaddya type of mahdkavya, where a part of the 


story line is based on the Mahabharata. 


Again in the Mahdbhdrata Draupadi remembera the 
royal throne of Yudhisthira studded with precious 
jewels when she gees the present bed of Kuslagrass. In 
the KJ Bharavi has given a very beautiful twist to the 


same idea by describing. 
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Vibhdvabh4vadnubhavasancayyoucityacarunah 


vidhih kathddarirasya vettasyotpreksitasyava ' 
itivettavasyatam tyaktvananugundm sthitimn 
utprekso’ byantarabhistarasotitakathonnayah it 
. Dhvanyaéloka III/10-11 
33. Santi dvidhd prabandnah 
k@vya_katha ksayikadayah kavye 
Utpadyanutpadya 


mahalladhutvena bhuyo’pi 


Kavydlemka&m pudrata XVI/2 


56 


~ @ ra dem —_ mw 1 
Anaratam yau manipithasayinavaron jaya 
a 
draja sirah scajam, rajah | 
‘ ° 


Nisidatastau caranau vanesu te 
a @ 


mrgadvijAluna a'ikhesu barhisam  '! Kg/1/40 


’ 


Determination of Sandhi 


Sandhi and its parts are described very vividly in 


the Nadtyasdstra and other?’ rhetorical works. Bh&maha 
in his kivydlamkara while enumerating the 
characteristics feature of mahakavya gives the 
definition and says that it should consist of five 
sandhis 3°. 


By seeing the symptoms of mahdkadvya in 
Kavyalamkadra of Bhdmaha, it is felt that the use of 
_ Pancasandhi is although initially meant for the dramas 
can be applied in case of the mah&kavyas. Sandhis are 
meant to present & coherent and concise picture of the 


plot to the readers. + By resorting to the use of 


Nadtyasastra, Das’ arupaka,Ndtyadarpana. 
a . ca @ 


SShityadarpana 
35. 


Sargabando wahd&kAvyain mahatam ca mahacea Yat. / 
agradmya sabdamartibnca sdlamkadram sadAsrayam tl 


antradutaprayand jindyakabhudayaisca Yat } 
anchabhih sandibhiryuktam nAtivyakhyeyamrdhimat  !! 
pancneenn sands phiryuktam Aativyeknyeyamecnimat 


Bhadmaha-Kavydlogikara 19-20 
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Sandhis, the literary artist gets oppertunity to 
diacard the unwanted portions of plot construction and 
suitably modify the plot with addition of other minor 


details. Dandin also concurs with thia view. 36 


Secondary items can be added in the mahdkavya to 
make it fulfledged and complete. Information regarding 
the succeeding canto can be given in the last verse of 


the preceeding canto.37 


So the last part and the first part of two 
successive cantos can be joined in the form of 


sandhi.?8 
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36. Sargairanati vistirnaih sravyavrttaih susandhibhih. ! 


garvatra bhinnavrttantairu petam lokaran jakam - oo 
BORN ETS DOA DOSVESEBSD TAAL peran 2Oxkar : 


Kavyadarsa 1/18-19 


37. Sargante bhavisargasya. 


kath&yah aicanam bhavet ‘1 
Sahityadarpans -~ VI /321, p.592 


38. Sandhinapi sambistan 


ste sAamanyonyasatmbandhat b 


Rudreta- kavydlakara 16//9 
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The plan of Sandhi and Sandhyangas in the KJ 

The appearance of Indra and the role played by 
him,in advising Arjuna to worship Siva is related to 
Pataki pr&ganhgika vetta. Here Indra is patakandyaka. 
This thing is seen from the 25th versé of 6th canto to 
the last part of Lith canto. The messengers of Siva 
trying to excite Arjuna is PrakariprAagangika yrtta. 
Here the Prakarindyaka is the Siva's messenger. This 
Prakaciprdsahgika vetta ie aeen in the 16th canto. Here 


Siva is pratinadyaka. 


Arthaprakrti 


Arthaprakrti helps in the development of the plot. 
They are five in number e.g - vija, bindu, prakari, 
pataka and kAdrya. They are employed mainly to use’ the 
principal plot with the subsidiary plot. Poets and 
dramatists employ them to bring considerable changes in 
the course of the description of the main event 
according to their own plan. The plot and techniques of 
mahdka@vya being somewhat of straight jacket type 
afforda little scope for innovation for them to bring 
in considerable change but these arthaprakrtia alive 
some scope to them to bring in innovations. Therefore, 
they play a dominat role in the development of the plot 


of mahdaka&vya or a oBtaka. 


That which is indicated ina few words in the 
beginning but which gets elaborated later on is called 
‘vija. In the KJ Vy4sa tells to give mantra vidy® by 
which pasupata can be achieved and warriors like Bhisma 
and others can be defeated. This is described in the 
third canto. This is vija arthaprakrt:.>? 
Vindu 

Vindu is called that which is the cause of 
nonseparation of the subsidiary plot from the main plot 
or theme. In KJ to get pas’upata Arjuna has to do 
penance in Indrakila. This is the main theme but the 
description depicting grief of family members caused by 
the departure of Arjuna disjoins the main theme. But 
again it is joined with the main theme when Arjuna 
proceeds to Indrakila with Yaksa. So here the 
Arthaprakrti is Vindu. 49 
Pataka 

The subsidiary plot which proceeds to a 
considerable extent is called pata&ka. In KJ. vanecara 
reported the penance of Arjuna to Indra. Indra sends 
39. a. Alpam&trai samudistam bahudhdA Yat visarpati 

phalaaya prathamo heturvijam tadabhidhiyate 
Sahitya darpana 6th chapter 65, p.424 

b. Kir&dtdrjuniyam I11/22~23 

40. Av&ntar&rtha vicchede Vinduraccedakaranam 


Sahitya darpana 6th chapter 66, p.424 
& 
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Apsards and Gandharvas to distract him and lastly he 
appears before Arjuna, satisfied with his penance 
advises him to pray Siva which has a far - reaching 
consequence. So “this is patak@arthapraketi‘t. This 


-arthaprakrti starts from the sixth to iith canto. 
* 


Prakari 

The Prakari is calied that which is a part of a 
theme which comea in courae of a aubsaidiary plot. In 
the KJ when the muka danava is killed and claimed by 
both Arjuna and Siva, a vanecara ig sent to convince 
Arjuna that the boar is killed by his master, not by 
Arjuna and the speeches of ‘the messenger is very 


provocating. Thua there is prakari arthapraketi’?. 


Karya 
Karya is the main aim for the achievement of which 
various ways are employed. In the KJ by seeing the 


strength and vigour of Arjuna diva ig satisfied and 


41. Vy&pi pradsangikam vrttam pataketyabhidhiyate W 


Sahitya darpana 6th chapter 66, p.425 


42. Prdsangikam prades'astham caritath prakari mata | 


Sahitya darpana 6th chapter 68, p.426 
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appears before him and gives Arjuna the Paslupata weapon 
and other advices. Other devatas have also appeared and 
helped Arjuna in various ways. At last Ar juna — 
expresses his gratitude and returns © back to 


Yudhisthira. Here the arthaprakrti is kadrya’3. 


Karyavasthas 

The mahakivya should have four goals. It may be 
dharma, artha, kama and moksa as told by acholaras ‘4, 
The hero of the mahadkavya should achieve one or _two 
goals from among the four. And to achieve the goal 
there is a definite sequence. Hurdles obstruct ‘him = and 
the Hero tries to overcome the hurdles and gradually 
hurdles vanish and lastly he reaches the goal.’ there 
are five stages to reach the goal e.e Srambha, yatna, 


praptyasa, niyatapti and phaladgama. - 


eee ee ee ee ern! 


Apeksitam tu_yat sddhyamarambho yannibandhanan | 


agamapanam tu _yat siddhai tatkaryamiti samatam | | 


Sahitya darpana é6th chapter 69, p.426 


44a. Caturvarga phalapraptih sukhadalpadhiyamapi | 
‘kavyadeva yatastena tat svarupam nirdpyate Vt 
| spl/2 p.3 
b.Uktamca-"dharmathakAmamoksesu vaicaksfiyam kaladsu ca 


SD 1/2, p.4 
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Arambha 

Arambha is that where:in great expectation is aroused 
for the achievement of the main aim. In the KJ _ to 
achieve the goal of obtaining divine weapons 
(divyastra) the thought is planted in the mind of 
Arjuna in the 24th sloka of the 3rd canto. In the 24th 
verse Arjuna is told by Yudhisthira to go and do 
penance like a disciple. Like an obedient student 
Ar juna carriea out the ordera and to know the 
technique, Arjuna appears before Vyaaa45. So here the 
karyyavasta is drambha. Here Bhdravi does not mention 
the arrival of the vanecara, reporting of the 
vanecara, and the inflamatery remarks of Draupadi and 
Bhima was written before the arrival of vydsa. In this 


‘way the karydbastha Srambha, -45 is seen from 1st canto 


to 26th gloka of 3rd canto. 


se ae ee ee ce ee ee i me me ee cn mt et re me aie ete Ge et ene oie NY tN ND nm a ewe Ginny mh mets oe Hem arm soem me MS cen) mm went wm mee emu ee om 


45. Ityuktavantam vraja sadhayeti 


pramaina yanvakyama jatasatroh | 


Prasedivimeain tamupdaasada 


vasanoavante vinayena jisnuh It 


bans 


J Il1/24 


| 


46. a) Bhaveddrambha autsukyam 


Yanmukhyaphalasiddhaye \f | $D VI/71, p.427 
b) Autsukyamatramarambhah 
e 


Phalalabhadya bhuyase DR 1/20 
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Yatna 

Yatna is that hasty trial which is resorted to in 
the event of the non-achlevement of the main goal. In 
the KJ to get divy&stra Arjuna goes to Indrakila along 
with Yaksa and does severe penence to satisfy Indra. 
This is to expedite the achievement of main aim of 
winning the battle. So here the avastha is seen from 
56th verse of 3rd canto to 28th verseof 6th eanto4?, 
Pr&épty4s'A ia that: where the possibility of the 
achievement of the main goal is shrouded with various 
doubts. but where in distinct possibility of the 
achievement present is called praptyasda. In response 
to the severe penance of Arjuna, Indra appears before 
him and persuades him to worship Siva for the ~ 
fulfillment of his desire. Here to fulfil the aim, ways 
are indicated which strengthens the possibility of 
getting the frult. Here the avaatha ia prapty&ed 48 
whose description is seen from the 26th verse of 6th 


canto to the Lith canto. 


47. Mahate phaladya tadaveksa Zivam 
vikasannimitta kusumam sa purah | 
Ha Jagama vismayavadam vas’ indn 
na nihanti dhairyamanubhavagunah HI 
| KJ V1/28 
48. Upaydpdyas’a AkAbhyai prdptyds’a pradptisambhavah 


Sahitya darpana 6th chapter 72, p. 428 
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Niyatapti 

In the absence of hurdles when the aim is sure to be 
fulfilled, this is niyatapti avastha 47. In | the 
Kirdtdr juniyam when’ all hurdles, in the death of 
mukaddnava and consequently the heroic fight of Arjuna 
against Siva occurs and he achieves the divydstra. This 


is niyatAptiavasthd which occurs from 12th canto to 


initial part of 18th canto. 


Phaldgama 

To achieve the desired object or aim is called 
phal&gama. °° When siva is pleased with Arjuna, He 
appeara in his own form along with other devatds, and 


grants him p&dupata astra and other devat&s give their 


own weapons. This is seen in the Kirdtdr juniyam from 
15th verse of 18th canto to the end of the 18th canto. 


Sandhis 


The relationship between main theme with secondary 


theme ia called Sandhi.51 


Re eR ane ee en en On es ee Se Se Oe ne ne na 


49 Apayabhavatah pradptirniyataptic a nisc ita 
Sahitya darpana 6th chapter 72, p. 428 
¢ . 
' 50. 


S&vastha phalayogah sadyahsamagraphalodayah. 


S&Shitya darpana 6th chapter 73, p.429 


S51. AntaraikdArthasamt andah. 
Sandhirekdnyaye gati 


Sahitya darpana 6th chapter 74, p. 429 
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Mukha: 


Mukha gandhi i# called that condition where in the 


so: 


vija is combined with Arambha. The speeches of 


yudhisthira and Vyasa from ist canto which joins vija 


and Arambha is called mukha gandhi. >? 


Pratimukha 

The indication of the achievement of the main aim 
which is. earlier sown in mukha sandhi gets fulfilled by 
achievement of some of the aim and nonachievement of 
the others is called pratimukha sandhi. In the 
pratimukha sandhi, vindu and prayatna are 
combined .This sandhi is seen from 26th verse of 3rd 
canto to 28th verae of 6th canto. The transit of Arjuna 
to Indrakila and the description of penance is the 


theme where in we find pratimukha gandhi .°3 


Garbha 
It digs called that sandhi where in the ways of 
achieving the main goal is indicated in the earlier 


sandhis sometimes it gets reduced and sometimes it gets 


52. Yatravi jagamutpattirnanartharasasambhava | 
—— A 
@rarambhena samayukta tanmukhan parik. ititan 1p sp vile 
53. Phalapradhaénopayasya mukhasandhinives'inah | 1 
laksy&laksya ivodbhedo yatca pratimikham ca tat || 


Sahitya darpanaé6th chapter/76, p.430 
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developed. Penance of Ar june and w#elft restraince are 
the ways for the reaching the goal. The sending of the 
‘ Apsaras and Gandharvas to distract Arjuna by Indra will 
lessen the possibility of reaching the goal. But when 
the hindrances are overcome by Arjuna the ways to reach 
the goal is cleared. So here the ways to reach the 
goal is sometimes dark and again by way of endeavour it 
is searched out and the way becomes clear. This is 
called garbna gandhi. 54 It ig seen from the 26th verse 


of 6th 95 canto to the last of the iith canto. 


Vimarea: 

4 

Hindrance causes due to anger is called Vimars a 
gandhi. °$ This is seen from 12th canto to 15th verse of 


18th canto. Here the inflamatory words used by the 


54. @halapradhdnopayasya prdgudbhinnasya kincana '! 


Garbh yatra samudbhedo hradsanyesanavan muhuh i 


Sahitya darpana 6th chapter 78, p.431 


55. Kirata 6/26 verse 


. | . ; 
56. Yatra mukhyaphalop4ya udbhinna garbhatodhikah 
Sapadaih santaradyasca ga vimarSda iti smrtah- 
e * 7 ? 


Sahitya darpana 6th chapter 79, p.432 
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t 


mea#eenger of Siva and consequently the fight of Arjuna 
and Sliva is more than Vijartha garbha sandhi. But the 
hindrances caused by anger makes it Vimarsa sandhi. in 


e 


the end Siva is pleased and appears before Arjuna . 
This is the indicaton of achieving the goal. In Vimarsa 
gandhi the main aim gets more developed than the garbha 


sandhi. Here the aim is beset with difficulties due to 


anger etc. 


Nirvahana. ’: 

Nirvahana is that wherein the main aim which is 
earlier scattered in earlier sandhig gets accumulated 
and presented in a coherent manner 


. 


It ia seen from the 16th verse to last of 


18th canto. Here the union of arthaprakrti and 
Pd 
phaladgamakdrydvastha ig found. So it is nirvahana.. 
 gandhi.°? 
57. 


Vijavanto mukhddyartha viprakien& yathayatham t 
Ekarthamupaniyante yatra nirvahanam hi tat tt 


S&hitya darpana 6th chapter. 80, p.433 
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The determination of Sandhyangas 


The subsequent division of gandhi are called 
sandhyangas. These are resorted to with aim of the 
beautiful development of the main theme. We get a vivid 
description of the sandhyangas in the N&tyasastra. 
Though the Natyasdstra is mainly concerned with the 
drama still this Sandhyangas can be applied with equal 
‘efficiency in the case of mahdkSvya also. Rhetoricians 
in their works have never explicitly defined this 
. aandhyangas as they are applied to mahdkdvya but as 
mahadkavyas should contain Pancasandhis it naturally 
follows that all sandhyahgas should be present there. 
Visvanath in his S&hitya - darpana has said that 
"Sandhyangdni yathalabham atra Vedheydni.” Sandhyangas 
should be present in commen (surate with the aim in 
view. Though the writers of MK have employed the 
various Zandhyangas in their works, the commentators 
have never taken the pain of illustrating them in their 
commentaries. However, a thorough reading of the KJ 


— 


illustrates the following Samdhyangas in it. 


According to Alank@raa'Aatra sandhyangas are 64 in 


number. 


6$ 


Mukha sandhi consists of 12 sandhyabas 

Pratimukha sandhi consists of 13 sandhyangas 

garbha consists of 12 sandhyangag 

Vimarsa consists of 13 sandhyangas 

Nirvahanawn conaista of 14 eumdhyarges. 

But it is not obligatory on the part of a poet 
employ ali the sndhyangas in his poem. Depending upon 
the circumstances he can leave some of them aside. 
though the gandhyangas have a definite order, still a4 
poet has the liberty of changing this order depending 


upon the development of the plot. 


Mukhasandhyangas 


Mukha esandhi has 12 angas, but Bharavi has 


illustrated 11 sandhyahgas of mukha gandhi. 


Upaksepa 

Upaksepa is that where in the main aim of writing 
the kavya is presented. Acquiring the divine weapons 
divy&stra is the aim of the kavya and to reach this 
goal the mantra vidya of Vyasa is given by Vyasa ; and 
Arjuna ia adviaged to observe penance. So in the 22nd 
and 23rd verse of the 3rd canto, descripition of mantra 
vidya is mentioned. So this is Upaksepamukhanga’® 
“58. Kavyarthasya samutpattirupaksepat iti smartah 


Sahitya darpana 6th chapter 82, p.434 
¢ 
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to 


Parikara 

The detailed development of the gead is called 
parikara. In KJ, the 25th and 26th verse of 3rd canto, 
contains the parikara mukhatiga. Ac juna is illuminatelpy 
receiving the mantravidyS from Vydea, like a lotus 
blooming in the presence of sun rise. The kavyavija of 
22nd and 23rd verse of 3rd canto is utksipta kavya vija 


or in this 25th and 26th that theme is developed. So it 


is Parikaramukhanga.°? 


Parinyaga 

In Parinyasa there is more development of theme 
than parikara. Mahars i Vydsa tells Arjuna to take 
recourse to yoga to increage his power. Keeping weapons 
in hands, avoiding diet and making all these 
activities secret he should chant the mantras. The 
Yakaa will guide him to Indrakila mountain. The idea 
which is seen in Parikara is fruitified in Parinyasa 


60 In the 28th and 29th verse of third canto Parinyasa 


is seen®!l. 


59. Samutpannarthabahulyam jn, eyah Parikarah punah a 
Sahitya darpana 6th chapter 83, p.435 
60. "Tannispattih parinyasah” 
< ? - 


Sahitya darpana V1/83, p.435 
61. KJ 3rd canto/28th verse 
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Vilobhanam 

The detailed description of the various qualities 
is called vilobhanam.°? (In the 5th, 6th and 7th verse 
of third canto vilobhana is seen 63. In this canto the 
praises of Vyasa is done by Yudhisthira. Consequently 
Vyasa will give the mantravidya to Arjuna. So the 
detailed description of the qualities of Vyasa makes 


the three verses as instance of vilobhanam. 


Yukti 

The cogent presentation of the main alm ia called 
yukti. From 15th to 23rd verse of the third canto, the 
mukhasandhi. is yukti. In these verses Vyasa. explains 
the necessity of accepting mantra vidya by Arjuna 
because he can go ahead of his enemies. Here different 
causes are shown by Vyasa to acquire vigour - So 


mukhanga here is yukti . 


62. Gundkhydnam vilobhanam 


Sahityadarpana v1/83, p.436 
63. Adya kriyah kBmadudh&h kratundm 
satyésisah sariprati bhiimidevah 
A sahsrterasmi jagatsu_jatas 
tvyyagate yad_bahumAnapatram 


Kiratarjuniyam 111/6 
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Prapti 

The closing of mukhartha is called pradpti®’. 
Yudhisthira feels happy by seeing Vy&sa. This mukhanga 
is pr&pti. This is seen from the 6th to the 8th verge 
the of 43rd canto. lere Yudhigthire tells the pain 
caused by the departure of friends and relatives is 


lessened by seeing him. 


Samadhana 


According to Bharata®? the upagamana of vijartha 


is called sam&dhana® 


. .lt may be the introduction of 
the main aim. It is seen in the 39th and the 40th verse 
of the third canto. The lost honour can be regained by 
Arjuna’s penance as told by Draupadi. By the speeches 
of Draupadi the karya vija is re-established. So the 


mukhanga is samAadhdna. 


Vidhana 
Vidhadna is the intermingling of happiness and 


sorrovs. In the 32nd and 34th verse of the 3rd canto 


ee ee dee eS ee Cee en ee een ee een ie re. Sana enn ie nee einen 


64. Praptih sukhagamah 
, é 


Sahityadarpana VI/84, p.438 


65. Bharat 
66. "Vijasy&gamanam yacca tatsamidhdna mucyaty” 


Sahitya darpapVl/84 
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vidhanamukh4nga is geen. After considering the pros and 
cons the four brothers decide to send Arjuna for 
penance. Here the painful side is the absence of Arjuna 
from the family and the pleasuratle side is the 
gaining of divydstra. So the sorrowful and pleasurable 
experience of the four brothers make . it 


vidhdnamukhanga §7. 


Udbheda 


Udbheda is that wherein the main aim lying dormant 
gets prominence and makes an appearance 68. This 
mukhanhga is seen in the 50th verse of Sed canto 6%, 
Arjuna is told by Draupadi that the responsibility of 
eliminating the miseries caused by enemies is given to 
him. ere the piercing of the vija makes it 


udbhedamukhanga because to discharge the duties Arjuna 


has to go to Indrakila and was able to achieve success. 


ee ee er es en ee ee Re eee OR eine ere lee can enn aE anne 


67. Sukhaduhkha krto yortha 
¢ *. 


stad vidhana miti smrtan 3) 
e 


SD V1/85, p.439 
68. KJ 3/50 th verse 


69. Vi jarthasya prarohah syadudbhedah 


Sahitya darpana VI/85, p.440 
cd 
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Karana 


Karana is where -in appropriate action is 
undertaken to achieve the main aim’9. It ie seen in the 
59th verse of third. canto.’! The achievement of the 
divy&atra ia the main aim for which penance, is 
necessary and for penance going to Indrakila mountain 
is mnecesgary. So the mention of going to Indeakila 


marks the beginning of the execution of the real work. 


an & . 
So here the mukhanga is Karana. 
4 


Bheda 
Bheda is separation. But Sahityadarpanakara says 
encouragement is also called bheda. According to 


Dadarupakakara, wherein encouragement is seen ig called 


bheda 72. It is seen in the 15th verse and SAth verse 


70. Karanam Puneh = prakrtarthasamarambhah 
Sahitya darpana VI/86, p.441 
71. AlakAdhipabhrtyadarsitam 
Sivamurvidharavartma samprayan | 
Rrdaya&ni aamAviveda aa kaana- 
_mudvaspa_drgam tapobhrtam 1] 
Kirdtarjuniyam 111/59 


72. Bhedah samhatabhedanam 


a 


Sahitya darpana V1I/86, p. 441 
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of 3rd canto 73) Draupadi tella to Arjuna that a person 
ia considered unique when he is extremely fit to do his 
own work. So here Arjuna is encouraged to carry out the 


advices of Vyasa to do genance. ao here the mukhanga is 


bheda. 


Pratimukhdngas 


Pratimukhangas have 13 samdhyangas. But five 
gandhyangas are used in KJ. The rzason is that the 


plot of KJ is not centred around a love story. 


Parisarpa 

This is the gearch for the main aim (vija) which 
appears earller but gets lost later on’4. It ia seen in 
‘the 49th verse of Sth canto/°. Arjuna was told by Yaksa 
that he sould be careful while doing penance because 
without hurdles no benefit can be achieved inspite of 
73. Tad&d'u kurvanavacanam maharse 

rmanorathdnnah saphalikurusva | 


ratyAgatam tvd. aml ketarthameva 
praty va ami ketdrthameva 


stanopapidain parirabdhukama ii 
Kirdta@re juniyam 111/54 
74. IAst&nastanusadranan parisarpasca kathyate || 


Sahitya darpana V1/89, p.443 


a 


75. KJ 3/49th verge 
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favourable stars. This vija ia first geen in the 
Speeches of Vyasa, lster on lost in the description of 
Autumn or the Himalayas and again reappears in the 


speeches of Yakea. So here the pratimukhanga is 


parisarpa. 
parisarpa 


Virodha or Nirodha 
-Virodha is getting the sorrows/®, In the 35th and 
36th verse of 3rd canto in the KJ, this virodha or 


77 The grief cauged by the 


nirodhapratinmukhdnga is seen 
departure of Arjuna covering the four brothers reaches 
to Draupadi as darkness covering the four praharas of 
the day and getting united makes the dark night. Here 
Draupadi is grief stricken. So here the pratimukhanga 


is virodha (nirodha). 


Pugpa ie that where in the vija comes to 
prominence by special utterancea’8. It ig seen from 
the 17th to 2ist verse of the 43rd canto where Vyasa 


exposes the vija by telling to achieve victory, 


76. WVirodho vyasanaprdptih 


SD VI/91, p.447 
77. KJ 3/36 


« 1 hd 
78. Puspam visesavacanam matam {| 
’ P so 


Sahitya darpana VI/92, p.447 
A 
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warriors like Bhisma is to be defeated for which 
divyadstra is required. So here vijaudghdtana is done by 
. ar) 


speeches of Vyasa. SO here the pratimukhdnga is puspa. 


Upanyasah 

To satisfy the anger is called upanydsa!?, 
It is seen in the A9th verse of the 5th canto®® where 
the example of parigarpa is previously given. In one 
verse more than one anga is seen. Here the Yaksa warns 


Arjuna regarding hurdles. So here the speeches of Yaksa 


is hetupradarsaka. So pratimukhanga is Upanydsa. 


Varnasamhara - That where all the vVarnas get mixed is 
called varnasamhadra®!, This is seen in 23rd verse of 
varnpasannere 


ist canto 82 58th verse of 2nd canto and 24th and 30th 
verse of 3rd canto. In these verses various characters 


are painted. So it is called varnasamhara. 
va 


erm ee ee we te ee rem te ath dt ts a See te term ath km em a arm end ek rem ek rm itt Mm mtn th wend nd np siete eee ane me ae wee 


79. Upsraydsah prasadaman f | 
'  S@hitya darpanavi1/93, p.449 
80. KJ 5/49 


81. CatuWanyopagamanam varnasamhara isyate || 
P) ry ———ee _—, , 
Sahitya darpana VI/93, p.449 


82. Kir&tayjuniyam 1/23 
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Garbhangas 


Garbhasandhl has thirteen angas 83 as mentioned by 
Sahitya darpana and Da#arupaka. All these thirteen 


angas are illustrated in KI. _ 


Abhuta@harana 

That where in disguise or conciet is employed is 
called abhatadharan&’. it is seen in the A4ist and 46th 
verge of thirteenth canto where the messanger despatch 
by siva, while praiging Arjuna for his. vigour accuses 
him of taking out the arrow which is not his own. In 
this way when speeches Made to deceive or pretend it is 
called abhutaharana . 
Marge | 

Mérga ie that where in the alm is definitely set 

It is seen in the 8ist verse of the 


= 


eleventh canto®8, Indra appears before Arjuna and 
'83. Abhutaharanam maérgo rupod&dharane kramah 
e g e 
Sangraha scanumanam ca pradrthana keiptireva ca 
cd é ‘ 
Totakadhi balodvega garbhesyurvidravastatha 


Sahitya darpana VI/94-95, p.451 


84. Tatra vyajadrayam vakyama bhutSharanam matam | | 


Sahitya darpana VI/ 95, p.451 
85. ko: 11/81 
86. Tattvarthakathanam margah 


Sahitya darpana VI/95, p.452 
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’ _ ; 
advises him to worship Siva. Here the wellwisher Indra 
shows a sure way to get success. So this is 
m&rgagarbhanga. 
Rupa 

The argument advanced by various characters while 


waiting for the achievement of the main theme is called 
ripa®? . After seeing the boar Arjuna argues the pros 


and cons and lastly decides to kill it. The argument in 
support and against of killing the boar is_ the main 


theme of the verse. So here the garbhanga is ru abs | 


This -is seen in the fourth -and the fifth verse of the 


thirteenth canto. 


Ud&harana 
? 
Udaharana ia the example of better achievement. It 
cd 
is seen in the last verse of the eleventh canto®?. Here 


Indra tells encouraging words in support of worshiping 


Siva.So here the garbhanga is udaZharana’?9. 


87. Rupam vakyam vitarkavat 


Sahitya darpana V1I/96, p.452 
88. KJ 13/Ath & 5th verse 


89. 


~*~ 
Ga 


11/81 


90. Udaharanamutkarsa yuktam vacana mucyate 


Sahitya darpana VI/96, p.453 
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Krama , 
According to Dasarupaka krama is called that where 
in the thought is concentrated on achieving the desired 
goal?!. It is seen from 78 to 80 verse of the eleventh 
canto?@. Seeing the disguise of Indra Ar juna tells 
that to ward off their ill reputation he is worshipping 
Indra. So here the thought of getting Ista igs 


mentioned. So the garbhanga is krama. 


Sangraha 
Utterances -endowed with sama and dana are called 
93 


sangraha It is seen in the 23rd vetse of third 


canto. While talking with Yudhisthira Vyasa indicates 
the importance of mantravidya. Here the speeches are 
charged with sama and dana. So here garbhanga is 


e 
samgraha. 


Anumana 


a 


Anumana is inference wherein the hero or other 


characters putforth their arguments’. From the first 


91. Bhavatattvopalabdhiastu kramah syat || 
Sahitya darpana V1I/96, p.454 
92. KJ XI/78-80 


93. 


e — — 
Sangrahah punah gamadanar thasampannah Lt 
wv: eo o 


Sahitya darpana VI/97, p.454 


94. Lifigad@honumanats | 


Sahitya darpana V1/97, p.455 
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verse to 42 verse of the thirteenth canto’, this 
anumana is seen. By seeing the boar Arjuna is 
apprehensive and arrives at a logical conclusion to 


kill the boar. So here the garbhanga is anumana. 


Fotaka 

Speeches indicating anger are called totaks or 
trotaka?®. It is seen in. the 15th verse of the 
fourteenth canto?’. Arguing with the mesaenger of siva, 
Arjuna tells him that the intention of Kiratapati in 


killing the boar is not what the messenger depicts. So 


here anger is seen in the argument. So it is totaka. 
a. 


Adhibala 
Taking help of dlaguise in probing one’s affair 
is called adhibala?®. It ig seen in the 6th and 12th 


verse of thirteenth canto. By seeing boar Arjuna 


ee oe mm ee cae ts mee mee em mean me ie mete ee ath tty me ate umm ae Me tun neh em it eh mes Hee nin etn OD i my net OE Gidly Su tat fh He mr tn mi 


95. KJ 13/1 - 42 


96. Trotakam punah samrabdhavak 

Sahitya darpana VI/98, p.457 
97. KJ - 14/15 
98. 


Adhivalama bhisandhis'’chalena yah 


Sahitya darpana VI/99, p.457 
al 
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is able to know its intention, because the very 
sight of the boar is fearsome and incites anger. So 
provoking anger or giving satisfaction to mind is the 
indication of a friend anda foe. So here it is 


adhibala. 


Udvega 

Udvega is anxiety caused due to kings, enemies or 
robbers’??. It ig seen in the last verse of fourteenth 
canto and ist verse ‘of fifteenth cantolO0. By seeing 
the dangerous fight of Arjuna, Siva’s army gets 


frightened and leaves the place. So here it is udvega. 


Sambhrama 


(VidraVa) Daglarupaka and Natyagdstra calls it as 
sainbhama. _ , According to Bharat sambhrama (anxiety) 
joined with fear from king's fierce and other fears is 
called vidrawa!®l, It is seen in the 60th and 61st 
verse of the fourteenth canto!92, The Siva’s army is 
99. Nepadi janita bhitirudvegah parikirtitah 


Sahitya darpana VI/99, p. 458 
100. KJ - 14/64, 15/1 


101. Sankabhayatrasakrtah sambhramo bidrabomatah i] 
. e ¢ # 


Sahitya darpana VI/100, p.458 
to 
102. KJ - 14/60, 61 
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unable to understand: whether the vast number of arrovs 
are shot by Arjuna or somebody else. So it’ makes fear 


: ” 
and apprehenaion. So here it is gambhrama. 


Aksepa 

Dadarupaka tells aksepa is that wherein garbhvija 
gets elaborated. It is geen from 36th to 39th verses of 
twelth canto 103. Here siiva while explaining to the 
geera inform them that muka demon is now approaching 
‘Arjuna to kill him and he adviged the seer to 
accompany him to see his killing of the demon, 
consequently Arjuna’s dispute with him, So this throws 


light on future. so this is aksepa. 


Prarthrana 
According S@&hitya darpana entreaties for rati 
. e 
Clove) harsa (pleasure) and utsava (merriments) are 


called prarthana!94, It 


ig seen in 16th and 19th verse 
of elehth cantol95. The honest request of the 
| surafiganas expressed in the verse depicting their love 
ig called prarthana. ) 


103. KJ - 12/36-39 


104. Ratiharsotsavanam tu prathana «| - bhavet [|] 
a ns —— ee 


Sahitya darpana VI/98, p.455 
105. KJ - 8/16th and 19th verse. 
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: t : 
Vimarsga Sandhyangas . 


Vimarsla sandhi is called that wherein the vijartha 
gets more prominent than garbha sandhis is shown to be 
connected with others wherein various pros and cons 
attend the main aim of the plot. It has thirteen 
subsections. The enumeration of Sahitya - darpana 
differs from the Natyasastra as it gives some new . name 
not seen in the Natyas&stra. Out of thirteen angas of 


virmas’a gandhi, Bharavi illustrated ten sandyarigas in 


his KJ. 


Natyasastra Dadariupaka Sahityadarpana 
0 e 


ee ee ee ee ee er ene ee ee eee ee eee ens ene ee enna an aeareaad 
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1 apatvada apavada apalada 

2. sampeta sampeta sampeta 

3. abhidrava vidrava vyavasaya 
“A. slakti drava drava 

5. vyavasaya slakti dyuti 

6. prasanga dyuti gakti 

7. drati prasanga prasanga 

8. kheda chalana kheda 

9. nised ha vyavasaya pratisedha 

10. virodha virodhana virodhana 

11. ada&na ‘ prarocana prarocana 

12. sgadana vicalana adana 

13. prarocana adana chadana 


Observations 


“(1) 


(2) 


(4) 


(6) 


(7) 


(8) 


The enumeration of gandhyangas of vimarda sandhi 
as given in Natyasastra is not entirely “ £ollowed 
¢ 


by Sa&hityadarpanakara and Dadarupakara. 
1 Ld n 


Sahityadarpana accepts some parts while Dadgaripaka 
? 
takes still less than Natyasastra. The dyuti of 
@ 
Naétyasastra becomes dyuti in both Sahityadarpana 
e 


and dadardpaka. ‘ 


Adhidrava of Natyasastra becomes drava in 
. ¢ + j 


Dasarupaka. 


Nisedha of  Natyasastra becomes pratigedha in 
os . ov td 


Sahityadarpana. 


Sadana of Natyasa.Stra becomes chadana in 
o 


Sahityadarpana 


Kheda and Nisedha or pratisedha of Natyasastra and 
° Ld ° 


Sahityadarpana are not found in Dasaripaka. 
e 


Vidarva, chalana and vithalana of Dagarupuka are 


not seen in Natyasastra or Sahityadarpana. 
. # o 


Ten subdivisions tally in all these Dasariipaka, 


Natyasastra and Sahityadarpana. 
, 
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(9) Vidrava of Pagaripaka is not seen in Natyasastra or 


find 


Sahityadarpana but we vidarva as 
garbhasandhyanga in Natyasastra and 
sahityadarpana. Vidarva of garbha sandhi is 
seen as sambhraia in Dadardpaka. 

(10) There is seen differences in the definition of 
virodhana in Dasarupaka and sahitya darpana. 

(11) There is slight difference in the definition of 
vyavasaya and prarocana in Dasarupaka and 
Sahityadarpana. 

Apavdyda 
Apavada is that wherein the defects of any 

character are described 106_ It is seen in the 12th, 

2ist and 2and verse of fifteenth canto!97_ In Kd, 

Arjuna accuses the kiratapati that an evil person 

interprets the good doings of a good person in a bad 

way. So an evil person can be known by his apeeches - 

So this sort of blaming of Siva makes these verses 


apavada sandhyangas of vimargs'ia sandhi. 


106. Dosaprakhydpavadah syat — 


Sahitya darpana VI/101, p.459 
> ; 


107. 15/12th, 21st, 22nd verse 
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Sampheta 
bd - 
Angry conversations are called gampheta 108 It ia 
” 
geen in the 25th verse of fourteenth cantol99. Ar juna 
_ 1 

tells the messengers that the Kirata Siva will face the 
situation like a person who wants to take jewels from a 
living snake if he comes to take the arrows. Here these 


angry words makes the vimarsanga sampheta. 


VidYava 

According to Dadarupaka killing, capturing or 
leaving the place out of fear is called vidrava 110° 
It is seen in the first, 2nd and 6th verge of fifteenth 
cantott!_ the cruel fight of Arjuna forces the army to 


fled away, leaving their bows. This is vidraWa. 


Drava According Dasarupaka drava is that wherein 
disregard is shown | to elders. According to 
Sahityadarpana disregarding the advice of elders out of 
anxiety or gorrow is called dravall2. It ia seen in the 
108. Sampheto rosabhfeanan 

Sahitya darpana V1/102, 489 
109. KJ - 14/25 verse 


110. Sanka@bhayatrasa~ikrtah sartbhramo vidravo matah 
a r) . . : . 


. . Sahitya darpanaviI/100, p.458 
“8 
111. KJ - 15/ ist, 2nd and 6th verse 


112. Dravo guruvyatikrantih aokavegadisambhava 


Sahitya darpana VI/103, p.461 
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6th and 7th verse of second cantol!3_ Like an elephant 
entangled in the mud , Yudhisthira’s wisdom is not in 
its proper form. The undignified treatment by his enemy 
mars his personality. This is the speech out of anger 
made by Bhima ignoring the status of Yudhisthira. So 


: J ’ 
here the vimarsga sandhi is drava 


To excite or torment one te called dyuti or arti 
114. It is geen in the 25th verse of fourteenth 
_cantolts. Here Arjuna warns the kiratapati of facing 
the same fate like a man facing the wrath of the snake 


when he wants to take the jewel from. the . snake. Here 


the apeech of Arjuna provoke siva, go it is dyuti. 


Prasanga 
To sing praises of elders, parents etc. is called 
116 


prasanga It is seen in the 23rd and 28th, 30th, 


31st, 34th and 36th verses of the eighteenth cantogs!t7, 


a a en eee ee ne Ree ee ee een Deca ee Se ee eee eine 


113. KJ 2/6th and 7th verse 
114. Tarjanodbejane prokta dyutih 


Sahitya darpana V1I/103, p.462 


115. KJ - 14/25th verse 
116. Prasafiga gunukirtanam 


Sahitya darpana VI/104, p.464 
é 
117. KJ - 18/30, 31, 34, 36 verse 
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Here Arjuna sings praise of Siva with kind words. he 
gaya that his sight is like seeing a holy place without 
strenuous pilgrimage. He is in the place of moksa.. He 
is the fulfiller of all wishes etc. So the praising 


. . e 
words make it prasanga. 


chalana 


According to Dasarupaka goime one insulting other 
is called chalana. It is geen in the 19th, 21st and 
22nd verses of the fourteenth canto. Here Arjuna tells 
the messengers that his lord vante to fulfil his wishes 
basing on false-hood that will give negative reasult. 
The corrupt - man’s wisdom will be derailed in 


unfavourable time. These offending remarks make it 


chalana. 


Vyavasaya 
According Natyasastra and S&ahityadarpana, the 
— = zt 
meaning out of. promise or cause is vyavasaya. 


According to Davarupaka vyavasaya is one where a 
character describes his own ability power!18 | It is 
seen in the 20th verse of fourteenth cantol!?_ 


118. Vyavasayasca vi jneyah pratinjadhetusambavah | | 


Sahitya darpana V1/102, p.461 
119. KJ 14/20th verae 
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Arjuna tells that if his lord ia so powerful he can take 
anything from him by force. Here indirectly Arjuna 
exhibits his power making it vyavasaya 


vimarslasandhyatga. - 


Prarocana 

| Prorocana ia the concluaion of the aim 120, It is 
geen ‘from 13th to 15th verse of eighteenth cantos!2!. 
After being satisfied with Arjuna's patience and 


us : : : 
courage, Siva appears before Arjuna in his own form. He 


fulfils the aim of Arjuna, go it is prarocana. 


That where the dramatiat or poets try to conclude 
the plot is called adanal*2_ It .ig seen in the 43rd 
verse of eighteenth canto 123. Here praiaing Siva, 
Arjuna tells him to give divine weapons, so he can gain 
victory over the enemies of Yudhisthira. Here the plot 
ia proceeding towards the end. 

120. prarocana tu vi jneya samharartha pradarsani 


Sahitya darpana V1/106, p.467 
. ¢ 
121. KJ - 18/13th and 15th 
122. Karyasamgrah Sdanam 
. 


& 


Sahitya darpana VI/106, p.468. 
vw 
123. KJ ~- 18/43 
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Kheda 


Description of mental or physical labour is called 
khedat24, It is seen in the 22nd, 23rd and 26th verses 
of eighth canto. Here description of different limbs of 
the devanganas are seen. Their movement to the hill-top 
becomes very unsteady even on the plain road like a 
' drunkard because of their fleshy thighs, and tender- 


leaf-like feet. Here the stress caused due to exertion 


is described so it is kheda. 


Nirvahana sandhyangas 
Cd 


. Out of fourteenth gandhyangas of nirvahana twelve 
os 


sandhyangas are illustrated in yi25. 


124. Manascestasamutpannah sbamah kheda iti smrtah 
. * Cc) e ” . 


G&hitya darpana V1/104 , p.465 


¢ 


125. Sandhirvibodho grathanam nirnayah paribhasanan 


krtih prasada_ anandah samay¢pyupaguhanam 


g — — . _ ~_ 
Bhasanam purvavakyam ca katyasahharaeva ca 
td z 


: . ¢ _— . —_ _ — 
pragastiriti samhare jneydnyatigani namatah 
¢ 


Sahitya darpana VI/108-109, p.470 
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From the definition of Natyasastra-Sahityadarpans 
and Dagarupaka, it is seen that in some places there is 
slight differences in the definition. The Dasarupaka 
_deviates from the order as followed in Sahityadarpana 
and Natyasastra. Sometimes the definition Dasarupaka is 
different from that of Natyasastra and Sahityadarpana 
the definition of paribhasana and: bhagana in 
Dasarupaka, Sahityadarpana and Natyasdstra are quite 
different . The definition of prasada and prashsti in 
Dasiarupaka, Sahityadarpana and NatyasSstra are slight 
different. Purva ~ vakya of Natyasastra and 


Sahityadarpana is seen as purvabhava in Daslarupaka. 
‘ v. . 


Sandhi: Sandhi isa that where the seed of the plot is 


shownl2&, 4 is seen in the 14th and 15th verse of 


eighteenth cantol47. Valour of a noble man is more 
than good qualities of others. That is why the patience 


and courage of Arjuna appears sliiva and he appears in 


— 


his own form. The vija whic is originated and 
developed in the 28th verse of third canto and last 


part of eleventh canto is strengthened here,go it is 


Sandhi. 


ae An a te ek me So come ene ee me fm eh Soe ee Oty a Me wt me mie me mae Sah me Mele We Mey ty fe me wat ee ee core ae UO inh seek Mine me ute bene oe ans ee ees mane ans wes Mane 


126. Tatra ~- vijopagamanam sandhih 


Sahitya darpana VI/109, p.470 
@ 
127. KJ - 18/14 and 15 verse . 
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Vivodha. 
Vivodha is the search after the karya lying hidden 
till that timel28, It is seen from 15th and 25th sloka 


of sixteenth eantot2?. 


After seeing all his arrows 
futile on the bodies of kiratapati and his men Ar juna 
is convinced that kiratapati is not an ordinary 
warrior. Apprehending aggravation he fought eincerely 


with renewed vigour. So here Arjuna searched logically 


the point which is concealed. So this is vivodha. 


Grathana 

The conclugion of the seed of the plot is called 
grathanam 130 it ia aeen from 15th to Zist verse of 
eighteenth canto!3!, Here when siiva ia pleased and 
appears in his own form before Arjuna most of ‘the 
Devatas appear on the scene. The pranathaganas pralse 
Arjuna. So It is indicated that the vi jabhuta karya 


. concludes at the happiness of Siva, this is gyathana. 


Paribhasana - According to Natyasastra and 
Pp é o.. 


128. Vivodhah karyamarganam 


Sahitya darpana V1I/109, p.471 
129. KJ - 16/15-25 verses 


130. Upanfsastu karyanam grathanam - 


Sahitya darpana VI/109, p.471 
131. KJ 18/15th ~ 21th verse 
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Sahityadarpana sentences fraught with shame are called 
q ‘ ’ 


132, 


paribhasana It is seen in the later part of 2ist to 


22nd verse of fourteenth cantot33, Here Arjuna tells 
the messenger that kiratapati is a low caste person. He 
accuses a seer like him like an evil-natured person. So 
Arjuna tells that .he cannot make friendship with him. 
An elephant never makes friendship with a Jackal..o the 


disgraceful words used to describe kiratapati makes it 


paribhasana. 
e s 


Prasada. 

Happiness out of hearing good news is called 
prasada'?4. It is seen in the 17th and 20th verse of 
eighteenth can tolt35_ Here the. happiness of Arjuna 
after seeing Siva in his own form is described in the 
form of a light shower, fall of Hibiscus from the sky, 
and the gound of dundubhi. s0 mention of cloud, 


Hibiscus and dundubhi to please Arjuna makes it 


Prasad. 


132. Vadanti paribhasanam parivadakrtam vakyam }{ 
‘ e e 


S&hitya darpana VI/110. p.473 
. ° 
133. KJ ~ 14/21 1/2, 22and 


i . 
134. Sualrsadih prasddah syat 
i] OD @ 


Sahity darpana VI/111, p.474 
e 
135. KJ - 18/17th and 20th 
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Ananda 
Ananda is the obtainment of desired objecti36_ rt 


is seen in the 44th,45th and 46th verses of eighteenth 


137 


. — 5 in 
cantos Here after getting pasupata from Siva, 


other devatds also give their desired weapons and 


awe | 


blessings to Arjuna. The desired getting of pasupata 


makea it ananda. 


*Krti 


e 


The stabiliaation of the aim ia called -ketit9®. 
It la seen in 48th verse of eighteenth cantos!3? . Here 
the aim of getting pasupata is fulfilled. Siva bleases 
him for victory. Devata&s praise Arjuna then he returns 
and bows down before Yudhisthira. Here mention of the 


getting the desired result makes it krti. 
s 


Bhagana 
od € 


Bhasana is the speech indicating sama and damai40 


* e 


It is seen in the 80th and 81st verse of eleventh 


136. Anando vanchit3gamah 
~ 7 


Sahitya darpana VI/111, p.474 
137. KJ - 18/ 44-46 verse 


138. Labdharthasamanam krtih 


e o 


Sahitya darpana VI/111, p.473 
139. KJ - 18/48 verse 


140. Vadanti paribhdsanam parivadakrtam vakyam 
. ¢ 


¢ s 


Sahitya darpana VI/110, p.473 
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cantoal4l. Here Indra appears and delightfully advisea 


1 . 
Arjuna to worship Siva so that all his problems will be 
solved. So the advice of Indra endorsed with gama and 


dama make it bhadsana. 
° ia 


The Dasarupaka has a different meaning of bhagana 
which ia geen in the 47th verse of eighteenth canto. 
Here Devatas pray and praise Arjuna on the occasion of 
his getting divyasatra and a coveted place like 


praising sun for eliminating darkness. 


Upaguhana 
It is the obtainment of wonderful objects by the 


hero 42, It is seen in the 45th verse of eighteenth 


: i 
cantol43._ Here the presence of Siva in front of. Arjuna 


is to reveal a rare secret, Dhanurvidya is like the 
appearance of sun in front of cloud. Here the getting 


of an amazing secret in the form of dhanurvidya makes 


it upaguhana. 


141. KJ - 11/80,81 
Taflihavedupaguhanan yat syadadbhuta sampraptih 


Sahity darpana VI/112, p.473 
¢ 
143. KJ - 18/45 
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Purvabhava 
Speeches indicating the way of obtaining the 


desired goal is called piirvabhava. It is seen in the 


80th and 81st verse of eleventh canto!44. Here it is 
76 
mentioned that getting pleased with Arjuna, Siva 


assures him of giving divyasakti so purvabhava. 


Kavyagamhara 

Getting the boon by the hero is called 
kavyasamhara. It is seen in the 46th and 48th verse of 
elghteenth cantol45 _ Shields, blessings and divya&stra 
are presented to Arjuna by Siva and other devatas 
indicating concluglon of. kavyartha, so here lis 


kavyasamhara. 


@radasti 


It is the desire of getting peace by the king or 
country. It is seen in the 47 1/2 and 48th verse of 
eighteenth cantol 46, Here Arjuna ia praised by devatas . 


’ 
and Siva wishes him victory, so here is prasasti. 


cee i cae a el a Nn A ee en a etn ree ee renner reams ant eins 


144. KJ - 11/80th and 8ist verses 
145. KJ - 18/46th and 48th verse 


146. KJ - 18/47 1/2 and 48th 
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Arthraprakrti Karyavastna Sandhi 
Vindu Yatna Pratimukha 
Pataka Praptyas' Garbha 
Prakari - Niyat@pti ‘Vimars'a 
Karya Phalagama ‘Nirvehana 
Sandhyangas _ 
Mukha  Pratimukha Garbha Vimarsa Nirvahana 
Upaksepa Parisarpa Abhutaharana Apabada Sandhi 
Parikara Virodha Marga Sasipheta Vibodha 
Parinyasa Puspa Rupa Vidraba Grathana 
Vilobhana Upanyasa Udaharana Brava Paribhasana 
Yukti Varnasamham Krama Dyuti P. rasada 
Prapti Samgraha Prasanga Ananda 
Samadhana Anumana ‘Chalana Krti 
Vidhana Totaka Vyavasaya Bhasana 
Udbheda Adhivala Prarocana Upagahana 
Karana Udvega Adana Purvabhava 
Bheda Sambhrama Kheda Kavyasamhara 
| Akeepa Pradasti 
Prarthana 
Total i1 Total 5 Total 13 Total 11 
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Total 12 
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SUBJECT MATTER OF KIRATARJUNIYAM 


Bharavi’s Kiratar juniyam is one of the five well 


‘$ 


known mahakavyas of the Sanskrit literature. It 


contains 18 cantos. The subject matter of this work is 


derived from the Vanaparvan of the Mahabharata. 


ist Canto 


The Kiratae juniyam begins with the return of a 
secret envy whom Yudhisthira had sent to report on the 
deeds of Suyodhana. Suyodhana, in course of his 
successful administration, paid much attention to the 
system of espionage and learnt, thoroughly, the plans 
of all kings through faithful splea. The spy narrates 
that Suyodhana strives hard to win over the subjects by 
_ means of adopting welfare policy. The world which he 
has acquired by fraud in the game of dice (1-24 verse). 
Coming to know that Suyodhana wags fast gaining 
popularity by his virtuous deeds, Draupadi urges for 
immediate war. She narrates the miserable condition of 
all the five brothers or Pandavas. Bhima, who usually 
travels on chariot, and who uses sandal wood paste on 


the forehead is now wandering in the mountains. 


100 


Arjuna, who wins the northern region of Sumeru and 
brings many gems is now wearing the barks of trees. 
(25-41) Similar is the case with the two, Nakula and 
_Sahadeva. Yudhisthira himself also is not better 


placed. 


Towards the last ,portion of the Ist Chapter 
Draupadi. gets angry with Yudhisthira and tells him to 
give up the kingdom and throne and go to the forest for 
penance (42-45). If he still cherishes the path of 


peace otherwise he should be ready for war. 


2nd Canto 


By hearing ‘from Draupadi Bhima agrees with 
Draupadi regarding war (1-11). The five ways of 
getting a work done are described in the 12th verse of 
second Canto. By giving many examples (lion & 
elephant) Bhima tries to impress upon Yudhisthira 
regarding the inevitability of war (13-25). 
Yudhisthira praises the intellectual acumen of Bhima. 
But he disagrees with him because a work done hastily 
without any planning will be diaaatroua. Not to ‘loose 
the temper at the drop of hat is really the grace of a 
king (26-32). As the rise of the sun clears the 


darkness of the night, an ambitious ‘man relies on his 
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wigdom to clear the impediments. A wise man will 1. ose 
all his wealth if he does not conquer kama (greed), 
krodha (anger), lobha (avarice), troha (infatuation), 
mada (pride) and ahatakara (boast fulness) (32-41). If 
the counsellors of a King do not control their anger, 
they will not give proper advice, as a result of 
which, the king will face debacle like the branches of 
trees generating fire out of friction are ultimately 
consumed by it (42-53). In the concluding verses of 
Canto II Vyasa appears before the Pandavas. 
Yudhigthira offers him a geat with due honour and pays 


reapect (54-59). . 


3rd_ Canto 


The third Canto begins with the description of 
Vyasa'’s advice. Vyasa looks so majestic like. the 
autumn moon. Yudhisthira shower praises on him (1-10). 
Vyasa describes in detail the misbehavior and misdeeds 
of ‘Dartardstra and Suyodhana. He points out the 
injustice done to the Pandavas with active or passive 
support by Bhisma, Drona and Karna. He advises 
Pandavas that they are capable of winning over their 
enemies by their own strength. But to inflict a 
crushing defeat it is better to have padupata astra and 
divine grace. Therefore, he advises Arjuna to perform 


penance to acquire p&supata weapon (11-29).. In 
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obedience to the sage’s advice, Arjuna prepares himself 
for the journey along with a Yaksa, the guide. The 
family members are very sorrowful bidding farewell and 
Draupadi remindg him regarding the insult she faced and 
consequently the dishonour Pandavas faced (30-51). 
Draupadi wishes blessings of Indra and advises Arjuna 
to remain careful and calm and now Arjuna starts his 
voyage for his penance (52-66) with auspicious signs 
indicating early fulfilment of the mission. 


4th Canto 


While travelling Arjuna witnesses the beauty of 
rural country side during Autumn. In Canto IV the 
Yaksa leads Arjuna on and & brilliant picture is drawn 
of the Aautumnal scene, partly in narrative way and 


partly in the mouth of the Yaksa (1-38). 


5th Canto - 

While travelling along with the vaksa, Arjuna sees 

the Himalayas, the mighty ice-covered mountain. The 
features of Himalayas and its relationship with siva 
and Parvati are described from first to forty four 
Slokas. Description of [ndrakila, a mountain in the 
Himalayas mountain range covers slokas (45-48). 


Yaksa 
v 


advises Arjuna to keep patience during penance and 
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leavea him alone (49-52). 


6th Canto 
The features of Indrakila Satisfies Arjuna. :' The 
gurroundingsa, the Ganges, the animals, the plants are 
described in (1-19). After aelecting a place for 


penance, Arjuna starts practising C..ittavrttinirodh 
dhyana, Japa and namaskara (20-28) Apprehending danger 
from the sever penance of Arjuna, the inhabitants of 
Indrakila informed their ruler Indra to take immediate 
action (29-37). Knowing that it ie Arjuna who happens 
to be his son, who is doing penance Indra sends a group 
of damsels to distract him and to test his sincerity 


(38-47). 


n 


7th Canto 


Apsaras start travelling to Indrakila to distract 
Arjuna along with Gandharvas (1-17). Their chariots 
descend on Indrakila mountain covering a long distance 
(18-20). Features of Indrakila are described (20-26). 
A sultable place le selected for ataying of the Apsaraa 
and the horses drawing the chariots are releaged for 


rest (27-40). 
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8th Canto 
After relaxing for a while, apsaras go round the 
mountain and they are very much pleased with the charms 
of the mountain (1-4). The vivacious beauties of the 


apsaras are described while they are bathing (5-57). 


2th Canto 
The Apaaraa dresea up after bathing Evening comea, 
the sunsets the moon arises. The apsaras and their 


lovers drink and seek the pleasure of love; the dawn 


comes (1-78). 


10th Canto 


The Apsaras now turn their minds to their job, 
aided by the six seasons, they expend, but in vain. All 
their charms on Arjuna prove futile and they return to 


Indra dejected (1-63). 


as 


1ith Canto. : 


Indra comes in the guise of an old man when the 
Apsarés fail to distract Arjuna. The natural glaze is 
radiating in spite of disguise of Indra (1~10). Indra 
appreciates Arjuna’s determination and his penance and 
enquires about the weapons tied around the body of 
Arjuna (11-18). Indra describes the “philosophy of 
life, gives some worldly wise advices (19-37). Arjuna 
lietense and anavwere that injuetice and oppression 


heaped on his family by Dhrutarastra and his sons godds 
es ee 


him undertake this penance. By the advice of Vyasa he 
is doing penance to appeasl Indra and to erase 
dishonour (38-79). After listening to Arjuna Indra 


appears in his own form, recognizes Arjuna as his’ gon 
{ 
and advises him to worship Siva and disappears 


(80-81). 


izth Canto 


After the departure of Indra, Arjuna engages 
himself in deep penance to win siva's favour (1-16). 
All creatures along with seers approach siva to know 
who is the man doing such unbearable penance (17-32). 
Siva 


says that he is Naranarayana and the lord now is 


1606 


going towards Arjuna in the guise of a kirata, for a 
demon hamed Muka is going to attack him in the form of 


t 
a boar. Siva sees the boar and follows him (33-54). 


13th Canto 


The demon boar rushes towards Arjuna in an 

inimical manner. Arjuna strikes the boar with his 
U — 

arrow. Simultaneously Siva in the guise of a kirata 


also hits it to save Arjuna. The arrow of sliva after 
hitting pierces the ground and the boar dies (1-30). 
Arjuna goes to the dead boar to collect his arrow. and 
sees the kirata, the messenger of Siva. The kiradta 
says to Arjuna that as a sage he should not take away 
other’s arrow nor should try to prove that the boar is 
killed by him for it is killed by kiratapati, who would 


fulfil all his desires (31-790). | 


14th Canto 


Arjuna does not lose his patience in apite of 

provocative speeches of kirdta. Arjuna describes the 
activities of wicked and the good persons (1-21). The 
poet describes the activities of the army of Siva (22- 


42). The soldiers of Siva want to hurt Arjuna by their 
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arrows. But Arjuna alone defeats the entire army with 


the arrows inflicting injuries. Consequently, the army 


flees away (43-64). 


15th Canto 


All the creatures are terrified by the prowess of 
Arjuna. Even the army of Siva flees away rejecting 
advice of Arjuna (1-20). They alse do not hear. the 
appeal of army chief, Kartikeya. A vivid description 
of the war is seen (21-31). The retreating army goes 
and reports to Siva. Then shiva comes and starts 
fighting with Arjuna. The onlookers witness the war 
with surprise. It was so interesting that sometimes 
‘the arrows of Arjuna is neutralized by Shiva and at 


! 
other time the arrow of Siva ie brought to naught by 


Arjuna (32-52). 


16th Canto 


Arjuna waa very much angry by aeeing the war 
: t, a 
technique of Siva. Arjuna feels the decrease of 
vitality. He realizes the differences between this war 


and other war (1-20). In this battle the things are 


different. The fled away army does not shout. The 
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injured elephant does not trumpet with pain ‘and the 
wounded soldiers get cured and get up. And the kirata 
fights unlike of a kirdta. So Arjuna thinks that he is 
somebody else in the guise of a kirata (21-35). Every 


arrow of Arjuna is made futile by the kirata (36-64). 


17th Canto 
Arjuna thinks that he is fortunate enough to fight 
with a warrior, but hia face lis gloomy by seeing the 
advanced techniques of the kirata. siva is not angry 
with Arjuna although in many ways he is hurt (1-20). 
Every weapon of Arjuna ia neutralized by ‘appropriate - 
weapon of kirata (21-44). Even the scar of the wound 


made by sword of Ar juna is tolerated (45-64). 


‘18th Canto 


‘During the wrestling war Arjuna, hurts stva with 
his fist and Siva also uses his fist to beat Arjuna. 
The onlookers could not recognize Arjuna and Siva. 
During the fight unknowingly Arjuna clasps the feet of 
Siva. Then Siva embraces Arjuna and satisfies with his 
valour. He appears before him in His own form (1-15). 


. }, : : 
After seeing Siva Arjuna makes obeisance and gets his 


vanished arrow, sword and shield. She guardians of 
eight quarters from heaven witness the scene and shower 
{lowers over Arjuna (15-21). Arjuna prays to siva with 
emotion (22-42). Arjuna begs siva to give whatever 
weapons Sliva has used during the war Siva along with 
all assembled Gods gives all the weapons with Pidupata 
Arjuna makes obeisance pranana. Siva showers blessings 


on him to. be victorious. Then Arjuna returns to 


Yudhisthira. 


STORY IN THE MAHABHARATA 


The atory atarts ina very simple way. in the 
Vanaparva of Mahabharata... Inside Dvaita forest the 
grief stricken Pandavas along with Lcaupadiv engage in 
discussing their ill-fate, while Draupadi narrates her 
sorry tale.! She excites the Pandaves to fight against 
the Kauravas who made their plight sorrowful. She also 
tells hat Duryodhana insultea you afters defeat in a dice 
game and he is never sorrowful when the Pandavas come 
to the forest. Draupadi being the daughter of an 
eminent king suffers and her five husbands though 
famous for their strength and vigor and righteousness 
also have to suffer a great deal of mental agony and 
physical torture. Draupadi urges them to fight against 


Duryodhana. But Yudhisthira asserts them not to take a 


step in a hurry. But to do one’s duiy without waiting 
for its reward. Bhima does not approve Yudhisthira’s 
. policy. He wants immediate action in the form of 


war 
without waiting for 13 years and argues to take 


Tato vanagatah partha z ake a 
Vanagatah par hah sdyahwe sahakrsnaya 

. = ! 
Upavistah katha £m asokaparay 

istah katha scakrurduhkhasola ara anh \ 


@celya ca darsaniyad ca andi ta ca pativrata 
eS ancaniys ca pan at Pan ivrata 
atha krsna dharmard jamidanh vacananravit 


a 


NBH Vanaparva 27/1-2 
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13 months which have already elapsed as the substitute 
for -13 years. But Yudhisthira calms down Bhima by 
drawing his attention to the problem of conquering 
Duryodhana as he is stronger in men, money and weapons. 
Vyasa appears at this critical junction. He could know 
by his power how the Pandavas are in a state of 
“dilemma. To start or not to start a war against the 
Kauravas Vyasa initiates Yudhisthira with a vid.oya 
named pratismrti and gives detailed procedure of its 
practice and adviaesa him to g#end Arjuna for practising 
penance to propitiate Indra. On the advice of Vyasa 
Pandavas change their residence from Dvaita to Kamyaka 
forest. After some days Yudhisthira initiates Arjuna 


with that pratismrti vidya and deputes him to practise 
a 


penance. 


Arjuna takes leave of them and reaches Indrakila 
Mountain where he meets Indra in the guise of an old 
brahmin. Indra fails to persuade Arjuna to give up 
weapons, then appears before him in his own form and 
advises him to please Lord sliva for weapons.-. Arjuna 
a&tarta practiaing penance. The other seers get afraid 
of his penance. So the seers and sapes report this to 
Lord Siva. Accompanied by Uma and Ganas, Siva appears 
there in the form of a kirata. The moment Siva arrives 


there a demon named Muka rushes at Arjuna in the form 


of a boar. 


Suddenly Arjuna shoots an arrow at the boar. 
Simultaneously the kirata who is none other than Siiva 
also has shot an arrow. Thus the demon is shot dead by 
the two arrowa from Arjuna and Siva. Arjuna threatens 
kirAta for violating the rules of hunting. | But the 
kirdta says that he has shot an arrow to it. So he is 
the owner of that boar. Arjuna and kirata get ready 
for fight. In that fight Arjuna uses arrows, the end 


of the bow, the sword, the trees, stones and blows, but 


all his terialea and tribulations are in vain. Ar juna 
_ t 
now recognizes that the kirata is none but Siva. He 


then falls at the feet of kiradta, worships him. 


Mahadeva is pleased, shows his own form, praises 
Arjuna, embraces him and offers him the Padupata. And 


then Arjuna gets the favour of Lokapa&la in the form of 


their divine weapons. 


SOURCE OF KIRATA 


Sanskrit rhetoricians have categorized the plot of 
a mahakavya Into two diatinet varieties. According to 
them the plot may be taken from Itihaea? Cancient 
tradition) or from katha (story) created by the poet 


2.”"Iltihasakathodbhutamitaradva Sadadrayam KD 6/15 


Itihasodbhavam vettamanyadva. Saj janas\rayam SD. 6/318 


out of his own imagination centering around a noble 
personality. Out. of these two varieties of plot 
construction the one based upon the ancient tradition 
is taken to be the best and in fact most of the 
mahakavyas have their plots taken from either 
Mahabharata or the Ramayana which can be grouped under 
what ia called ancient tradition Citihasa). The 
advantage of choosing the plot from the well known 
tradition Is that the reader can grasp the story 
element which often takea a back aheet in the plethora 
of descriptive techniques adopted by the poets. 
Bharavi hence has chosen the Mahabharata as the source 


of his Kiratar juniyam. 


Draupadi in the Mahabharata tries to enkindle the 
wrath of Yudhisthira by uttering pinching words and 
cites the example of Vali and Prahlada to show that 
pursuit of either anger or forgiveness is not the sole 
cause of success in life. But on the other hand the 
judicious use of anger and forgiveness confers success. 
Bhimasena also supports Draupadi and points. out to 
Yudhisthira the deceitful way of acquiring their own 
kingdom by Suyodhana. Hence he sees no use of inaction 
but advocates the use of force to wrest back the lost 
kingdom. While appreciating the forcefulnesgs of the 


argument of Draupadi and Bhimasena Yudhisthira tries to 
a 


ageuage their hurt feeling by advancing convincing 
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arguments when the sage Vyasa enters the field. This 
long story stretching from the chapter 28 to 35 in the 


Vanaparvya has been condensed in the 2nd canto by his 


uncanny genius. . 


Bharavi does not bring in Draupadi and Bhima again 
and again to the picture. He puts forth the argument 
of each character completely in one place, so that he 
is spared of the trouble of introducing them off and 
Of. “Therefore, hig Draupadi, Bhima and Yudhisthira 
give vent to their thought in one place and do not have 
to repeat it again and again. In the Mahabharata the 
out pouring of Bhima directly accusing Yudhisthira for 
their present condition is not to be seen in kirata 
because Bharavi somehow thought it unbecoming on the 
part of Bhima to point, out accusing finger to his elder 
prother.> The long dialogue between. Bhima and 
Yudhisthira does not find a place in the 
Kiratar juniyam. Bharavi has described Bhima’s argument 

beautifully without casting any aspersion on 


Yudhisthira’s characterization. 


3. Bhavatonabadhanena rajyam nah pasyatim hrtam 
’ . id s 


os . I Ld ~ 
aharyamapi sakrena guptam gandivadhanvana 
- € 7 


MBH - Vanaparva/33 canto/6th verse 
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Bharavi also has avoided the unnecessary details 
like the play of dice and the attendant stake as they 
do not contribute in any vay for ‘the development of the 
atory. 

Bharavi also has portrayed the pathetic scene of 
Ar juna’s going back for penance. The parting scene of 
Arjuna  frorsn Draupadi is full of pathos. . Draupadi at 
the sad moment also does not forget to remind Arjuna 
the. mission for which he is proceeding and advises him 
to be extra careful in the penance. This ia the poet's 


own innovation. 


Bharavi’s Arjuna is a lover of nature and a poet 
at heart. The beautiful description of Autumn season, 
-Apsaras bathing in Canto 9 their trials of Arjuna etc. 
are not to be met with in Mahabharata. But Bharavi has 


added them to his poem to make it conform to the 


qualities of a mahakavya. 


In the world of poetry the poet is free to mould 
the plot of the poem according to his own fancy. The 


celebrated. eritic Ananda Vardhana gaya in Dhvanyaloka, 


- . a ae : 
"Yathasmai. rocate visvam tathedam parivartate”. 
Bharavi ig a creative artist of first order. Hence he 


has brought in many new innovations in the down-to- 
earth plot of Mahabh&rata to make it a first rate 
kavy . The innovation brought in by the poet can be 


Heen right from the fliraet Canto. 
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CHANGES MADE BY BHARAVI FROM THE ORIGINAL STORY OF 
MAHABHARATA 


1) The very starting of the poem shows the 


originality of Bharavi. Owing to their miserable 
condition the Pandava brothers discuss among 
themselves in the Mahabharata. But in the 


Kiratar juniyam after listening to the good deeds 
of Suyodhana, Yudhisthira and others start the 
diacugaion in which Draupadi forcefully urgea to 


wage an immediate war. 


2) In the Mahabharata, Dharmaradja is told by Draupadi 
that Duryodhan, Karna, Siakuni and Duhsasan@are not 
at all sorrowful by seeing their plight. But 
other Kauravas are crying when they leave for the 
forest+. Thies Saying of Draupadi is not found in 
the Kiratar juniyan. 


See ee er ea aren ee re a en en en eee ae a 


Na nunam tasya papasya duhkhamagmasu kimcana { 
o 


vidyate dhartarastrasya nrdamsasya duratmanah {|} -3 
> ; ea 


~t ~—, ca = 1 : _ 
Yastvam rajan maya sardhamajinaih prativasitam | 
’ 


vanam prasthapya dustatma nanvatapyata durmatih|| -4 
. oe . ° 


es » —_ ’ 
Ayasam hrdayam nunam_ tasya duskrta karmanah | 
e e - ov e 


Yastvam dharmaparam sr esthamyi ksanyasravayattada |! -5 
[a2 o 


117 


3) In the Mahabharata, Yudhisthira is told by 
Draupadi that during their days in the kingdom 


thousands of married and unmarried brahmin guests 


4. 


- Sukhocitamaduhkharham duratma sasuhrdganah | 
e @e ra * 


- 


Idrsam duhkhyniya modate papapurusah \f -6 
e o . 


od 


_— — e ¢ _ 
Caturnameva papanamas ram na patitamkaa | 
7 — 


a — . _— m8 ey _ : 
tvayz bharata niskrante vanayajinavasasi i ~7 


Duryodhanasya karnasya siakunesca duratmanah | 
° e 


~~ — t~ . 
durbh@tustasya cograsya rajan duhsasanasyaca|[ -8 
i 


Itaresam tu sarvesam kurtnam kurueattama | 

staresam tu sarvedam kurunam Kurusattama 

duhkhenabhiparitandm netrebhyah prapa tajjalam || “9 
, . rr) cvecann laa) 
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4) 


were getting free meals but those things are not 
possible in the forest. It is really painful to 


Draupadi-. 


In the Mahabharata, Draupadi felt very sorry for 
the condition of Yudhisthira who used to be 
anointed with sandal wood paste but is now covered 
with dust, Bhima who defeated the Kauravas and 
the power of the weapons of Arjuna, all these 
memories pain Draupadi. These description are not 
in the KJ as these are not helpful in developing 


the plot. 


See re en ee ene ee eee ee re eee We eee rs 


Yacca tadfqk.. mapadtribhirbrahmanebhyahsahasrag‘ah | 


hriyate te grhaddannam samskrtain garvakamnikam fis 
fad ° 


Yat indmagrhanam te tathaiva grhamedhinam — | 
° a . o 


diyate bho janam rajannativagunavat prabho || {6 


Satkrtani sahasradni sarvakamaih pura agrhe’ | 
ey e ° ._ e 


Zarvakaémaih subihitaih yad@puja yatha dvijan || (7 


= 


>. ' - Im 
Yacca rajannapasyantyah ka santir hrdayasyame | 
# e 
Yatte bhratrn maharaja yuvano mrstakundalah }] 48 
s * * a ae) e 


MBH Vanaparva 27/15-18 
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6) 


7) 


8) 


In the first two Cantos Bharavi speaks of the 
royal politics and the policy of the state craft 
in the form of a discussion between Pandavas and 
Draupadi. In the Mahabharata the characters are 
semi-divine by. nature. But Bharavi portrays them 
like ordinary human beings giving them all sorts 


of desires. 


The ¢onveraation between Yudhisthira and Draupadi 
was described in various occasions in Mahabharata 


where as in KJ the conversation was only once in 


_the first Canto. 6 


In Mahabharata Bhima blames Yudhisthira in a very 
harsh language "Bhabatah krte bhavatonavadhanena”. 
e e 


But in KJ Bhima is described as a courteous 


person. 


In Mahabharata Pratismrti vidya is taught to 
. e 
Yudhisthira by Vyasa. But in KJ there is no 


mention of pratiasmrti vidya. 


’ - 
Anaratam yau manipithagayina 
o o 
mr, ~ i] . ~-_? 
varan jayadrajasirah srajam rajah i 
¢ ~T 
Nisidatastau caranau vanesu te 
e r — 
= i . } - 

mrgadvijaluna sikhesu varhisam t# 

¢ # 


KJ 1/40 
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9) 


10) 


11) 


12) 


13) 


In Mahabharata Pandavas go to the Kamyaka forest 
eT e 
from Dvaitavana. But in KJ there is no mention of 


Kamyaka vana travel. 


In Mahabharata Arjuna goes alone to Indrakila, but 


in KJ he is led by Yaksa. 


In Mahabharata Indra wae pleased with Arjuna’s 


valour and prowess but. in KJ he is pleased with 


prayer and penance.’ 


In the Mahabharata the decision of killing the 
Muka demon in the guise of a boar is 
instantaneous, but in KJ to arrive at the decision 
Arjuna took much time in considering the pros and 


cons of his action of shooting the arrow, engaged 


as he is in penance. 


In the Mahabharata, the weapons of Arjuna first 


N 
hits the boar but in KJ Sivas weapon hits the boar 


flilreat. 


Athamarsannisargacca jitendriyataya taya ‘' 
Athamarsannisargacca jirendcriyataya taya 


Asranrex a 4. > = 
Ajagamasramam jisnoh pratitah pakasksanah || 
@o 4g r) ¢ 
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14) 


15) 


In the Mahabharata, Arjuna is proud and valiant 
but in Bharavi he is stern and self-controlled. 
More-over in the Mahabharata Indra appears before 
Arjuna in the form of a seer. He tries to 
dissuade Arjuna from the path of penance, but 
fails. Thereafter, he reveals his own form and 
adviges Arjuna to propitiate Lord siiva. But in 
Bharavil Indra geta the news of Arjuna'sa penance 
from the wild attendants who are guarding the 
Indrakila region. He then sends the celestial 
nymphs. The nymphe try to lure Arjuna, but Arjuna 
remains self-controlled. So Indra himself has to 


come to Arjuna in the form of. an ascetic. He 


advises him first not to go to that path, but 


fails. So Indra reveals himself and gives 
blessings to Arjuna. He further advises him to 


. t 
practise penance to please the great God Siva. 


In the Mahabharata, siva comes with Uma and some 
of hia attendants all in the form of wild hunters 
and huntresses. Siva and Arjuna fight. But in 
Bharavi, first of all Arjuna hag to face the wild 
hunters and then siiva. The description of the 


fight is more pictureaque here in Bharavi than in 


the Mahabharata. 
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17) 


In the Mahabharata when Siva embraces Arjuna with 
physical force, Arjuna faints. When Arjuna 
regains his sense, he finds that the garland which 
he has put round the neck of the clay image of 
Siva now hangs round the neck of the K Zttola So the 
Kéyihiis none but Siva. But in Bharavi while dancing 
Siva apringe forth to the aky. Then Arjuna  jumpa 
up, holds his feet and brings the opponent down. 
Siva then gets pleased and reveals His true form 
to his devotee as Arjuna has already touched his 


feet by the hand. Siva gives him Padupata weapon. 


Bharavi has not described the Yaksa as he is 
described in the Mahabharata. He has not 
mentioned about Pandavas going to Kamyaka forest. 


He has absolutely left it. The description of the 


pramathas, the fight between Arjuna and Skanda as 


the leader of the opposite party have been changed 
in the Kiratar junlyam. Besides, the desgeription 


of the Sastras having Magical power is new in 


Bharavi. 
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Thus Bharavi has studiously avoided unessential 
story element of the Mahabharata in his KJ and hag 
introduced the graphic description of season4, mountain$ 
political consultation§g, war, despatch of messenger to 
give a complete shape to his mahakavya. As a result 
the dry and unromantic story of MahSbharata has 
blossomed forth into a marvellous mahakavya and has 


enjoyed the attention of the critica down the ages. 
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Characterisation is an inseparable and integral 
part of a poet’s tool in any work of iiterary creation. 
It is through the characters that a poet gives his 
ideas a concrete shape. His philosophy and attitude 
towards life finds an outlet through the models of 
character displayed in his work. It is the "characters 
through whom the poet gives free reign to his unbridled 
fancy against the background of the orthodox model of 
mahakavya. As the mahakavyas in Sanskrit literature 
try to conform to set principles, a sensitive goul has 
almost no room for freedom. But by creating various 
characters, a poet can ventilate his feelings without 
fear. Bharavi ia no exception to this general rule. 
Though his canvass as compared to Kalidasa is small 
still he has created some memorable characters who 
appear on close scrutiny to be entireiy different from 


the characters of Vyasa. 


ARJUNA 


Arjuna is the hero or net@ or nayaka of the epic 


poetry Kirdtar juniyam. The word nayaka is derived from 
the root ni meaning the hero as he drags the story to 


its fruition. 
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Characteristics of a hero ~ The hero, according to 
DasarGpakakara Dhananjaya, is humble, aweet tempered, 
welf-effacing, expert, sweet speaking, popular, pure, 
wise steady, young, ciever, enthusiastic, benevolent, 
valiant, bright, religious and honourable. He belongs 
to a noble family. Visvanath Kaviraja in his Sahitya 
darpana, also depicts these qualities.@ He always 


works according to the prescription of saatras. 


1. Neta vinito madhurastyagi daksah priyamvadah 


flaktalokah dgucirvagmi rudhavamsah sthiro yuva. | 
6 s . e 
Sudhyutsdha smrtiprajnakalamana samanvitah 
* ° 


ie 1 . 7 {. : ' _ 
puro drdhasca tejasvi gastracaksu dh . 
rd i aks sca armikah \l 


Dasliardpakam ~.. 2/1,2 
2. Tyagi krti kulinah sus'riko rupaya..u vanotsahi. | 


t ~ _ ~ 
Daksonurakta lokastejo vaidagdhya silavanneta 1! 
, 


SD....3/30 p 90 


These heroes are of four types. 1. Dhirodatta, 
Dhiralalita, 3. Dhiroddhata and 4. Dhiraprasanta. 
Arjuna possesses all these qualities of Dhirodatta 


nayaka depicted in Sahitya darpana.? 


1.  DHIRODATTA TYPE 

Arjuna ie a hero of Dhirodatta type. One who is 
given to boastful ways is called a vikatthana. Ar juna 
possesses these qualities. The name Arjuna means’ the 


white one or one who has white complexion. Arjuna is 


“the gon of Indra. .So he ig known as ‘Aindra’. He is 
truly .the best son of Pandu in manyrespects. He is 
more generous and handsome than any of the, Pandava 
brothers. So Bharavi compare Arjuna’s handsomeness 
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2. 


not 


with many similes. His body is as beautiful as 


Markata jewel. 4 He is bright. like fire. His limbs 


are like lotus in bloom. 5 He is broad -chested and 
bull-necked. 
2. COURAGEOUS 

Arjuna is very courageous. He by his valour defeated 


Uttarakuru and brought abundant wealth for his brother 


Yudhisthira. Vyasa knowing his courage, asks him to 
acquire Pasupata weapons through penance. He is a 
great worrlier. Hie valour knows no bound. There was 


no one equal to Arjuna in the science of archery. 
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Therefore Vyasa chooses him from among the Pandavas to 
propitiate Lord siiva to get Pasupata weapon. All other 
Pandava - brothers are quite aware of Ar juna’s strength 
to defend himself in any circumstances. So, they agree 


readily to the proposal of Vyasa. 


3. NOBLE FAMILY 

Arjuna belongs toa noble ksatriya family. He 
knows well how to show reapect to elders, sages and 
Brahmins. He is humble and obedient to his elder 
brothers. According to him those who don't obey these 
elders are like scars of the moon. / Arjuna @aye to 
Indra who cames in disguise of a ‘Brahmin, that one 
should observe penance for victory without giving ways 


to those who find fault with othera. 
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a. COURTEOUS 

Arjuna ahows honour to guesta.: He shows respect 
to Indra and worships him-with devotion. When siva 
appears before him he bows down his head before him and 


worships him with devotion. 


5. STEADY 

Arjuna ig steady in his penance. He never leaves 
his works halfway without completing it. Hardships and 
“difficulties never dampen his spirit. The sage Vyasa 
adviges him to live like a sage and observe penance®. 
Arjuna without any murmur and protest readily agrees to 
do so. He observes penarice at Indrakila controlling 
his mind and body standing on one foot. Practising 
penance involvea voluntary abandonment of all the 
worldly pleasures. He knows this fully well, still 
',without thinking his personal interest he readily 
agrees to undertake the difficult task and achieves 
success in the end. He has conquered the inner foes of 
the heart to enable him to conquer his outer enemies. 
8. Anena yogena vivrdhateja 

nijam parasmai_padavimayachhan. i 

Samacara caramupattaslastro 


japopavasabhisavairmuninan. Wo KJ 3/28 


Indra sends divine damsels to disturb him, who is very 
firm in his tapascarya. ' But these youthful Apsaras 
fail to cast thelr charma on him. He aurpaasses sages 


by hia pure work and behaviour. 


6.SENSE OF SELF RESPECT 

Bharavi depicts Arjuna as firm in mind. ? He 
emphasises first the avoidance of evil tendencies and 
habita. He haa fixed notions about self-respect, fame, 
valour and aims of life. According to him a man of 
self respect prefers giving up life to loss of self 
respect. He holds dear to his heart the principle 
"rather death than dishonour.” A man devoid of self 


respect is like a blade of grass who bows down before 
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everyone. He values self respect as the most precious 
thing in life. Wealth and fame naturally run after a 


man who does not give up his self respect. 10 


7. SOFT SPOKEN 
Sweet speaking is his good quality. He shows 
respect to elders. He pacifies shiva with sweet words. 


He appreciates noble qualities of others. His reply to 
Lord Indra proves this point. He extols the speech of 
Indra by saying that it is full of Ojas and pregnant 
with meaning. It is logical and according to 
prescription of, sietras. Similarly he praises the 
messengers of sliva in a beautiful way. His prayer to 
Lord Sliiva reveals alao this quality. In the face of 
hardships Arjuna doesn’t loge heart but tries to 


overcome it by logical and cogent arguments. 


8. WISDOM 


Arjuna is learned. His knowledge knows no bounds. 
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His wisdom is equal to his form. He is well versed in 
philosophy, acripture, political economy and. political 
sclence. His talents, energies and gcod qualities are 


at the service of all. 


9. VALOUR 

Arjuna is a clever hero in battle field. Fearless 
he protects himself. His strenath is devoted for the 
protection of meek and mild. His heroism is revealed 
in the descriptions in 14, 15, 16, 17 cantos. He alone 
defeats the armies of Lord Siva led by Skanda. Even 
his fight with Lord sliiva ig not & mean achievement 
emaciated as he is because of his severe penance. 
, Ar juna never atrikea the enemies who run away from the 
battle field for fear of their dear lives. When the 
. Pramathas run away from the battlefields Arjuna takes 


pity on them and never discharges arrows on them. 


10. LOVER OF NATURE 


. Arjuna hag appreciation of natural beauty. Arjuna 
in the Kiratdr juniyan appears to be a sensitive soul to 
the beauties of nature. While going for penance he 
observes ‘the minuteat details of the autumnal nature. 
The cackling swans, the blooming of lotus, 


disappearance of muds, ripening of rice stalks and the 


blooming of sthala padmini flowers don't escape his 


moving eyes. tt 


The autommal nature cannot disuade him 
from hia chosen path of penance. Ar juna knows fully 
well that a noble man never swerves from his chosen 
path and it is difficult to attend the goal without 
passing through a series of hardships.!2 Therefore 


casting aside his personal comforts he indulges in 


penance to attain his goal. . 


11. FREE FROM GREED 

Arjuna was devoid of greed. As he was the best 
warrior of the Pandavas, he could have easily laid his 
claim on the throne, but he has never staked his claim 
even in his dream. Higa severe penance is not meant for 
himself. Neither he seeks salvation nor sovereignty. 


_It is only for his brothers that he practises penance 


and attains his goal. 
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Thus, Bharavi’s Arjuna is selfless, dedicated and 


aman of impreasive personality. 


KIRATA- 

Kirata is portrayed by Bharavi as a rival to 
Arjuna in the fight engineered to arouse the latent 
prowess and the dormant heroism of Arjuna. Arjuna, the 
warrior par excellence finds a tough match in Kirata. 
The great god Siva assumes this form to protect Arjuna 
from the impending attack of the boar who rushes head 
long towards Arjuna. Bh@ravi sings the praises of Lord 
sSiva in beautiful languages.13 The kirata, with hie 
forehead glistening with hariciandana and his breast 
filled with beads of pearls taken out of the temple of 
elephants and locks of hair tied with creepers and 
peacock’s feather, advances towards the boar with bow 
and arrow in hand. His arrow atrikes the boar 
simultaneously with that of Arjuna and ultimately the 
boar falls dead. Then there ensues hot exchange of 
words between Arjuna and kiradta over the possession 


ofthe arrow struck in the boar. Arjuna refuses to part 
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with the arrow and sends back the messenger. Then a 
terrible fight breaka out in which Ar juna vanquiashes 
the army of siva, led by Skanda. Giving consolation to 
the fleeing.army, there appears on the stage the Lord 
Siva in the disguise of the leader of kiradta and 
straight away showers arrows on Arjuna. Past master 
as he is in the science of warfare he cuts up all th 
arcrowe of Arjuna and makes him wonder atruck. Finding 
no other means Arjuna tries to engage him in physical 
combat. Still he is not able to defeat his adversary. 
At last it dawns upon Arjuna that his adversary is none 
but Lord sliva. Hence, he sings his praise 14 ana gets 


va. Thus, the Lord instead of 


his desired boon from S 
appearing atraight way before Arjuna, tries to arouse 
the feeling of bravery in his devotee as his aim is to 


defeat his enemy. 


| —_ 
Apart from Siva in the guise of kirata we find two 
other kiradtas in the Kiratar juniyam. The first kirata 
“is a spy of Yudhisthira whom he despatches to collect 


the information about Suyodhana’s rule in ‘HastinZpura. 
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Bharavi portrays kirata as an ideal spy, wellversed in 
all the qualities. His observation, collection . and 
analysis ‘of data ig infallible. His way of putting 
forth the information deserves special mention. He 
appears to be a pastmaster in science of statecraft and 
his report is free from ambiguities. He refrains from 
suggesting the course of action as it lies beyond his 
purview. Thua, the vanecara strictly adhera to the 
limit of the spy. 15 We has a good knowledge of mob 
psychology, because he dawns the dress of a Brahmacari, 
so that his activity may not ellicit the suspicion of 
the network of spies Maintained by Suyodhana. He is an 
adept in the art of conversation and he puta forth his 
case in such a manner that he convinces all and sundry. 
Dutiful “to his core he places great. faith in 
‘discharging the duties allotted to him rather than 
shirk it for fear of life. Though living in forest he 
igs at home about life in cities and harems as is clear 


from his minute description of life in the capital of 


Suyodhana. 
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The third kirata, portrayed by Bharavi appears as 
‘a measenger to convey the biddinga of his master to 
Ar juna. He is also a pastmaster in the art of 
arguments 16 as is revealed from the exchange of words 
between him and Arjuna.” When Arjuna refuses to hand 
over the arrow he threatens him with dire consequences 
as his master ig an accomplished warrior, who defeats 


his adversary without failing. 


DRAUPADI 


The heroines of Sanskrit drama are of three types 


Sviya, Anya and Sadharani. They possess all the 
qualities of nayakas, depicted in rhetorics. Draupadi 


belongs to Sviya category. 


Vinayar javadi yukta gchakarmapara pativrata 
e - 


sviya(S.) 17) Bharavi has depicted Draupadi as the 
wife of Pandavas. She 1s sahadharmacarini, though born 


and brought up in the royal harem. She is not attached 


to the worldly pleasures, but she is a lady who values 
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self respect more than her life. When the news that 
Suyodhana is trying to win over the subjects thought 
efficient administration, reaches her, she atonce 
grasps the subtle nuances of this piece of news and 
tries to impress upon Yudhisthira ‘the necessity of 


taking immediate action to checkmate. Suyodhana’s 


further action. 

Politician - Draupadi is a past master in the art 
of politics. She clearly demonstrates to Yudhisthira 
that tit for tat should be adopted while dealing with 
the deceitful enemies, 18 pecause truthfulness doesnot 
pay in the case of deceit. A king who voluntarily 
hands over the kingdom to enemies, never attains fame, 
specially when the subjects are attached to him and 
when the kingdom is a prosperous one.?9 She doesnot 


approve the life of a recluse in the forest and she 
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deacribea auch a life as a despised by spirited one. 49 
Yudhisthira favours the path of sama (conciliation) ,but 
Draupadi vehemently opposes it saying that such a 
course seldom gives desired fruit to a king, because by 
always advocating the path of conciliation the king 


loses respect both of his enemies and as well 


frienda.4! 


Draupadi. as a beautiful housewife le always alive 
to the requirements of her five husbands and tries her 
level best to keep them in good humour. Seeing the 
wretched condition of Pandavas in the forest She tries 
to draw the attention of Yudhisthira and advocates to 
cast aside inaction and prepare for the impeding war, 
so that the lost kingdom would be regained. — Draupadi 
knows fully well that Yudhisthira would prefer not to 
20. Bhavantam_etarhi manasvigarhitan 
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indulge in warfare before the expiry of the allotted 
period. Therefore she gives a graphic description of 
the condition of his dear brothers, so that he would be 
moved by their wretched plight. This proves that she 
is quite able to read the psaychology of others. ‘When 
Arjuna tries to take leave of them “and ‘proceeds to 
Indrakila to practise penance on the advice of Vyasa, 
her eyes glistened with tears, 22 still she controls 
the out burst and goads him to attain desired goal in 


penance. 


Draupadi tries to cheer up the departing Arjuna 
and promises him to wait for him anxiously. She knows 
that the path of penance is a difficult one fraught 
with numerous hardships and draws the attention of 
‘Arjuna to theae because lust and greed perplex even the 


mind of noble ones.*? She praises Arjuna’s vaiour and 
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saya that a person's life becomes worth living if he 
attains the desired object by his own action.44 . She 
draws a vivid picture of her ignominious treatment by 
Duhsasana in the assembly of Kuru elders4° and wanta 
to enkindle the spirit of revenge in his heart. She 
Says that the came of Pandavas has been reduced because 


of inaction and their powerful weapons are rusting. 26 


A true Ksatriya is one who protects the good with his 
0 


weapons. As the Pandavas are doing nothing, the 
epithet of Ksatriya doea no longer fit in with 


them. Hence he should try to retrieve the lost ground 


“by being successful in the penance. 
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Thug in the short span of 18 sglokas, Draupadi 
gives vent to her knowledge in the statecraft, the 
dutiful wife, ever willing to share the burden with the 


husbands, casting aside her personal pleasures. 


YUDHISTHIRA 

e¢ 

In India a number of abstract qualities also have 
been deified. Dharma is one such God. Yudhisthira for 


his honesty and holy behaviour is regarded as the gon 


of Dharma or Dharmaraja. Ajatasatru ig another name of 
Yudhisthira i.e., one who does not have any enemy. To 
put in the words of Kale, "he is represented as a man 
of calm, paesionless judgement, strict veracity, 


unswerving rectitude and rigid justice’. 


Yudhisthira is the eldest of Pandava brothers. 


All the brothers held him in a high esteem. Even his 


enemies appreciate his patience, wisdom, calm, 
judgement and unruffled manner. He never loses his 
cool and gets perturbed in the face of adversity. In 


Bharavi’s Kiratar juniyam Yudhisthira is painted as a 
perfect diplomat. Draupadi goads Yudhisthira for hasty 
action. Bhima supports her argument, but Yudhisthira 
_is never swayed by their powerful arguments. He points 
out to them the foolishness of rashnessa and tells them 


Sd 


27. Kale, Kirata, Pix 


that every action should be preceded by cool 
deliberation.*8 Therefore a ruler must be wise enough 
to consider the pros and cons of a matter before taking 


a final decision.2? 


Hasty action according to Yudhisthira may be 
accidentally successful but the pursuit of a right 
policy after due deliberation becomes certainly. 
successful if by circumstances beyond control such 
action is crowned with succesga. One who undertakes 


such action is not to be blamed. 29 
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Yudhisthira ia an advocate of pursuing peaceful 
means. According to him use of force should be 
tampered with conciliatory attitude.>! A king should 
always try to win over his enemies by Sama, Dana, 
Bheda. But if these fail then only the use of fourth 
i.e., Danda should be resorted to. A ruler should: not 
be hasty to use force, but should carefully calculate 
time, place and means before using it. 

Hence, a king should always try to control the 
anger even if he is strong enough to inflict crossing 
defeat on the enemy, because anger clouds the power of 
impassionate judgement. 32 Hence, one who maintains an 
even course, neither being too mild nor too severe, but 
assumes the one or other depending upon circumstances 


attains desired results. 
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Yudhiathira ja quite aware of fickleneas of royal 
fortune. Hence, he advocates an impassionate outlook on 
it. Many a king haa been doomed due to the severe 
- attachment to the royal fortune. Soa king always lays 
stress on the control of senses, the six mental 


propensities i.e. kama, krodha, lobha, moha, mada and 


nome en F emamanemeeene § septs 7 wanna 


matsarya and advocates their subjugation by study of 


proper scriptures. 


Peaceful to the core of his heart, he always 
advocates the path of peace. According to Yudhistira 
there ig no meana as powerful as titikea i.e. 

: a hin 


forebearance, because forgiveness leads to future 


prosperity as it is a source of immense undertaking and 


wins over the enemies in the end. 34 
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Yudhisthira is a far sighted man. He sees clearly 
that if the Pandavas will attack Suyodhana, then their 
allies Yadavas will surely not take to it kindly. But 
if Suyodhan@is to be spare at the moment by the haughty 
action and arrogant manner, he will alienate his 
friends. Therefore, he wants Suyodhan te bring his own 
downfall. Quite well versed in the art of diplomacy 
Yudhisthira knows fully well when to remain neutral and 
when to adopt new policy. A wise man always according 
to Yudhisthira ignores the prosperity of his enemy, if 
he falls from the path of virtue because fortune of 


arrogant persons lead to disaster.3° 


In the great epic of India Vyasa has portrayed the 
character of Yudhisthira as avery simple and honest 
man, having no enemy in the world, leading a calm life, 
speaking truth at all times. Bharavi portrays 
“Yudhigthira as a valiant hero determined to have 


victory over the enemies. > He is a man of strong 
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personality and firm determination. He is quite 
different from the meek and mild Yudhistira of Vyaga. 
Perhaps Bhdravi does not like that Vyasa should have 
portrayed him in such a manner. So he changes his 
personality and makes him stronger, stronger than ‘ever 
before. Bharavi always gives stress upon one point. 
And that is not to be in a hurry while taking a step. 
He always advises to think and decide before going to 
do something. So his Yudhisthira also never goes to 
perform any work in a hurry. He thinks again and again 
and takes a decision. He never starts any work in a 
huff and puff manner. 23! And when he takes a decision, 
.the:' decision is firm and never to be altered. 
Bharavi'’s Yudhisthira goes par with the Yudhisthira of 
Vyisa only in this that both of them feel alike that 
the Pandava brothers may get back their share of the 
kingdom without a war and bloodshed. So immediate - war 


ig never conceived in the mind of Yudhisthira in either 


of the vworke. 


In Bhéravi'’s pen Yudhisthira stands as a martial 
hero with a strong and tolerant heart. Bharavi is very 
at in studying human emotions. — Though he names his 
characters according to the great Epic of Vyasa, he 


changes the very shape of his characters. 
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Thus Yudhisthira is portrayed as a wise, truthful 
pious person. His reading of the situation is 
‘marvellous, Fully composed and calm he could convince 
others by advancing powerful arguments. The adversity 
fails to dampen his spirit. Strict adherance to the 


a 


principle of Dharma and truthfulness marks him apart 


from others. 


SUYODHANA 

Suyodhana is represented ag the ruler of Kuru 
country. Bharavi paints him in glowing terms. He has 
“presented the character of Suyodhana in a different 
light than that of the Mahabharata. ‘Duryodhana as he 
is called in Mahabharata of Vyasa-is painted as a 
haughty, arrogant and proud fellow. - Jealous to the 
core he never tolerates the prosperity and fame of 
Pandavas, therefore he always schemes and plota for the 
downfall of the Pandavas. But in the Kirat&r juniyam 
Bha@ravi calls him Suyodhana and presents him as the 
ruler of Kuru country. Suyodhana knows the country he 
rules over, has been acquired through deceit namély in 
a game of dice. This illegal transfer of power always 
rankles his- mind. So, he doesn’t feel safe in the 
throne of Kuru country. But Bharavi describes him as 
an efficient administrator, whose sole motive is to win 
over the subjects of Kuru country to his side by giving 


them ideal administration allround progperity and above 


all peace and tranquility. He is shown as ai clever 
schemer well versed din politica and art of 
administration. Suyodhana makes the land well 
irrigated, canals run throughout his country, making 
the land fertile and full of crops. The land of Kuru 
which previously depended upon rain water for 
cultivation has been turned to a nadimatrka land.28 As 
a result of which the lands are full of bumper ‘crops 


through out the year. 


Suyodhana tries to win over his servants, friends 
and relatives by following avweetable means. | The 
principles of sama, (conciliation), dana (gift), bheda 
(alienation), danda (Punishment) - are judiciously 
applied as a result of which the desired goal are 


reached eagily. >? Suyodhana realizes that the subjects 


38. Sukhena labhya dadhatah krsivalai 
rakrstapacya iva sasyasatipadah | 
Vitanvati ksema madevamatrka 


sciraya tasmin kuravagcakasati Li KJ 1/17 


39. Niratyayam sama na dana var jitam 
na bhuri danam virahaya satkriyam | 
@ravartate tasya videsasalini 
¢ 


gunanurodhen ving na satkriya | KJ 1/12 
e 4 
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offer their ungrudging allegiance and loyalty to a king 
only when there is impartial administration. So while 

administering justice he never swerves from the path of 
justice. His administration of justice is singularly 
noteworthy, while dispensing justice he was not swayed 
by any external consideration. Justice is administered 
without fear or favour of age, sex, creed or. colour. 
Personal considerations don’t move him at all. He is 
always guided by the advice of judges while disposing | 
the cases before him. He is quite impartial in meeting 
out punighments and he ils always ready to listen to the 


advice of elders before imparting justice. 


Free from greed and avarice he is never partial to 
his own son or to hia enemiea . 40 Suyodhana ia alwaya 
alive to the fact that procrastination leads to the 
downfall of the rulers. A ruler should always control 
his gensee if he wants to tread the impregnable path of 
Manu while ruling over the territory. So he draws up 
the agenda of the business to be transacted during day 


and night. Prompt decisions and its immediate 


40. Vaadni vanhchhanna vagi na manyuna 
svadhama ityeva nivrtakaranah | 
Gurupadistena ripau sutepi va 
nihanti dandenasa dharmaviplavam. HH KJ 1/13 
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implementation solve many pressing problems instantly. 
“So Suyodhana is able to spread his name and fame 
throughout the kingdom as an impartial and just 
administrator. He is aware that a king should not fall 
a prey either to dharma, or to kama or to artha because 
partiality towards one will lead to the neglect 
ofothers and adwinistration will not be perfect unless 
a harmonious balance is struck among dharma, artha and 
kama. For the allround development of the kingdom all 
these three are esgential. Suyodhana tries to win over 
all his servants, friends and relatives by attending to 


their respective needs skilfully. 


Thus Suyodhamhas been represented as a very noble 
king. He rules over his kingdom very peacefully. He 
is also a good politician, knowing | fully vell the 
appropriate time to wage a war. He loves his fellow 
men. He is also very shrewd in plotting against his 


‘enemy. There is perfect justice in his rule. 


YAKSA 

Yakea ia introduced in the Kiradtarjuniyam ‘as a 
guide of Arjuna leading him to Indrakila mountain. On 
the other hand he gives a graphic description of the 
beauties of Autumn. This indicates his power of close 
observation and poetic talent in no small major. 


According to Yaksa naturally beautiful objects do not 
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wait for others for the enhancement of its own duty. 41 
His description of Himalaya also reveals hia keen sense 
of observation and his acquitence of human nature. 
Yukoa woll veoraad an ha la with human nature knows when 
to speak his mind and when.to remain silent before 
Arjuna. Yaksa says that this open wild world becomes 
always conquerable by a rulers who always leads’ the 
path of righteous conduct (naya) and upon whom good 


42 Royal fortune always goes from 


fortune amile. 
strength to strength if the ruler does not deviate from 
the righteous conduct. This showe Yakaa quite adept in 
the intricacy of administration of the kingdom. A king 
who breaks the right path and indulges’ in the 


gratification of royal pleasure soon brings doom in his 


kingdom. 


41. Patanti nadsminvidadah patatrino 
dhrtendra capa na payodapahkayah j 
Fathapi pusnati nabhah siriyam param 

ee 7 


na ramyamaharyamapeksate gunam. | KJ 4/23 


42. Sulabhaih sada nayavata’ yavata 
nidhiguhyakadhiparamaih paramaih | 
¢ ° 


Amuna dhanaih kaitibhrtatibhrta ~ 
. * 6 , 


gamatitya bh&ti Jagati Jagati. MH J 5/20 
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Yaksa is a mine of information regarding the 
various anacdotes with Himalayas. He knows where the 
marriage ceremony of Siva and Parvati was held, where 
Parvati practised penance to get sliva and the place 
where Devas and Asuras united to churn the ocean. He 


points out the place where Kuvera built the fortress 


with huge gate for the destroyer of Tripura in 


Himalaya. 


Yaksa always wants Arjuna to attain his goal. So 
he advises him to follow the biddings of Vyasa to the 
‘letter and warns him not to discard his weapons because 
difficulties and hindrances come from unexpected 
quarters. Therefore onemust be always cautious enough 
to ward them off by once own valour. ‘He advises Arjuna 
to control his genses. So that Lord Siva and Lokapalas 


will protect him from all the dangers and his 


undertaking will surely be crowned with success. 


Thug Yaksa in Bharavi'’s Kirdtar juniyam appears to 


be a close friend ever intent upon doing good to hia 


friend Arjuna and warns him off, the dangerous and 
difficulties that lie ahead in his undertaking. His 
vivid power of description and knowledge of 


mythological deeds connected with Himalaya make him ‘a 


valuable guide for Arjuna on his way to Indrakila. 
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V¥ASA 
Vyasa, known as Sri Krsna DvaipSyana, is the son 
of Satyavati and the gage parasara. The sage, Vyasa 
with his excellent judgement formulates the policy of 
Pandavas. He is pleased with Yudhisthira for his love 
of virtue and advises him to be prepared for a great 


war against a formidable enemy. 


VYASA AS A GOOD ADVISER 
Vyasa advises the Pandavas to fight against the 
Kauravaa because he feels there is no gscope for any 


other means to get justice. He knows the strength of 


Bhisma, Drona, Karna and As' thama who are expert in 
* * ra 


four aspects of war. (ad&na, sandhdna, visarga and 
gamhara) So he advises Pandavas to get a more 
Le * 


t 


developed weapons like Padupata. He advised Arjuna. to 


do penance in Indrakila. 


Vyasa possesses a rare insight to know the worth 
of people by a mere contact with then. Among the five 
Pandavas he choses Arjuna to do penance because he saw. 
the @haracters of Arjuna suitable for the purpose. 
Vyasa’s adviae drawa our attention to the use of good 
counseller. Vyasa warns Yudhisthira always to listen to 
| good advige. A king who depends upon questionable. 
character for advice is sure to meet ita own nemeala. 
Suyodhana always consults advisers like Karna, 


therefore, his downfall is imminent. He comforts 
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Yudhisthira by saying that he will be certainly crowned 
with success because he has not left hia leaning 


towards dharma even in the face of trying 


circumstances. 


Good counselling is regarded as one of the three 
kinds of strength. The three strengths are prabhu 
sakti, mantra shkti and utsa@ha sakti. An important 


point regarding war is noted in this advice of Vyasa. 


He gays that earth is own only with valour, missiles 
and the army. So measures must be taken to gain 
superiority, 4> in arms. Hence the over reliance on the 


-conventional type of arms fails to give superiority in 


combat. Hence he advises Arjuna to acquire Pasupata. 


“VYASA ASA TEACHER 

- There are many occult aciences which were Known to 
Sages and seers. The man. trartha vidya described in 
3rd chapter of KJ is a occult piece of science in the 
form of some mystic words which is called as a mantra. 


A mantra will be fruitful if it is initiated by a 


mantra - siddha. 


43. Atah prakarsaya vidhirvidheyah 
e ® ? 


prakarsatantra hi rane Jayadrih. tl KJ 3/17 
s . ’ , 
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Vyasa as an expert initiates Arjuna and advises 
him regarding the other accessory details like Japa, 


agana, self - defense and secretive like a sage. 


Vyasa is a repository of Vedic knowledge. 44 He 
looka alike upon friends and foea.45 But still he has 


partiality towards merit that is the reason why he 


comea to Yudhistira and advised him ao often. 46 


INDRA 


Bharavi introduces Indra in KJ as a benevolent 


father. On hearing the penance of Arjuna from the 


44. Dharmatma jo dharmanibandhininam 


be 
Cy 
tw 
~ 
2 


pragsutimenah pranudam s'rtinam 14 


45. Cicisatan Janmavatamalaghvim 
2 
yas'o vatamsamubhayatra bhutim | 
Abhyarhita bandhusu tulyarupa 


vrttirbislesena tapodhanadnam If J 3/11 
* . # é ‘ 


46. Tathapi nighnomnrpa tavakinaih 


prahvikretam me hrdayam gunaughaih H 


Vitasprhanamapi muktibha jam 
€ o 


ww 


J 3/12 
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bhavanti bhavyesu hi paksapatah. || 
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messenger he feels extremely happy but does not 


indicate hls happiness before others. 4/ 


The very name Indrakila given te a mountain 
indicates that is a property of Indra. Obeying the 
advice of Vyasa and guided by Yaksa Arjuna reached 
Indrakila and did penance there. The inhabitant of 
Indrakila reported the matter to Indra. As usual Indra 
employed Apsaras and Gandharavas to detract him. But 


; 


Arjuna remained undaunted and carried on his works. 


Indra is impartial in his dealings. Indra came in 
the guise of an old man. Knowing Arjuna as his- son, 
Indra does not have any soft corner towards employment 


of Apsaras and Gandharvas. 


This indicates the rules and principles of Indra 


which he firmly practices even on his own gon. 


Indra as a philosopher describes the philogophy of 
emancipation as the principle of life. In the guise of 
an old man he gives philosophical speech to Arjuna. 
47. Adhigamya guhyakaganaditi. 

tanmanasah priyam priyasutasya tapah { 

Nijugopa harsamuditam maghava 


nayavartmagah prabhavatam hi dhiyah. | | KJ 6/38 
, . Cd 
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These are "beauties of youth are passing on and 
shortlived and objected of enjoyment are pleasing in 
the beginning but painful in the end, death is 
inevitable to all. Life ig short and it is full of 
struggle. Wealth and enjoyment induces to do vices and 
violence. Wealth alone cannot give peace of mind. , It 
creates obstacles to the attainment of salvation. 
Although it is mentioned as one of the four. ends 


(dharma, artha, kama, moksa) of life.” 


He is really a wiseman who never talka of 
enjoyment. He says a pergon engaged in enjoyment seens 
to live on the hood of a serpent and may be entangled 
in danger at any moment. Every one will distrust him 
and he has no peace of mind. So enjoyment should not 
be. the goal of human life. Emancipation has been 


emphasized by Indra in all respect. 


Indra advises Arjuna to win over his instincts 
first because instincts are difficult to conquer. Once 
they are conquered the whole world automatically gets 
‘ conquered and who does not conquer his senses and runs 


after wealth unashamedly throwing his sense of honour 


gets ridiculed. 


BHIMA 
The name Bhima means terrific or fierce. He is 


regarded as the son of Vayu or wind God. He possesses 
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much strength and vigour. He swallows too much for his 


food. So he is called Vrkodara or Wolf bellied one. 
e 

Bhima travels on chariot. He uses sandal wood paste on 

his forehead. But now he is in the forest and 


wandering in the mountains by his feet. (KJ I - 34} 


Bhima is considerate. By giving many examples 
(Lions and Elephants) Bhima tries to impress upon 
Yudhigtira regarding war 48, Yudhisthira praises the 


intellectual acumen of Bhima. Bhima can argue 


logically when necessary. 


Bhima ig an expert in the art of politica and 
governance. He has deep interest in the political side 
of king’s duty. 

The argument given in verse 5th of canto 2 is an 
example of Bhima’'s practical wisdom. He argues that 
the advice of Draupadi should not be avoided because 
she is awoman. A wise man accepts reasonable advice 
irrespective of whether it is given by man or woman. 
Bhima again tells without initiative one can get 
nothing because prosperity comes to courageous 


man 4 9 . 


48. KJ I1/3-25 


49. KJ 11/3-15 
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He encourages Yudhisthira to become a lion. As a 
lion by its sheer strength Kills elephant. and devours 
it likewise Yudhisthira should use hie strength to get 
the empire. He compares glory like fore. A glorious 
man can commit suicide byt never do&any vork which will 
dampen his honour22, He inspires Yudhisthira to 
become enthusiastic and courageous. He knows that an 
enemy left unattended creates more problems for a ruler 
with the pagaage of time. But a wise king waits 
patiently for an enemy in prosperity if this prosperity 


or affluence leads to a gradual decline. 


Then he advises Yudhisthira not to wait for the 
lapse of time as Suyodhana grows stronger from day to 
day. His advice to Yudhisthira to show valour in war 
appears to be sound and justified because royal fortune 
always embraces the one who becomes victoricus in war. 
Bhima who is self-conscious, logical and valorous is 
never afraid to show his might to the enemy. Thus it 
is seen that Bhima of Bharavi is a complete 


metamorphosis of Vyaga's creation. 
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STYLE 


Style is the mode of expression of a poet. A 
piece of literary art is nothing but a happy marriage 
of gound and sense, but every poet doesn't bend them in 
the aame way. The pecullarity of their fusion marks 
one apart from the other. Viewed from this point every 
literary artist wields a unique pen distinct from his 
predecessors and guccessors. Bharavi has a distinct 
mode of expression as compared to hia more celebrated 


predecessor Kalidaaa, his Kiratarjuniyam reveals him in 


the following way. 


While K&@lidadsa delights in suggestion, Bharavi’s 
forte lies in eloquent expression while the former is 
romantic to the core of hia heart the later is heroic 
in his outlook. While Kalidasa excels in lyrical theme 
and our Bharavi dazzles the reader in grandeur of 


description and powerful dialogues. Eharavi displays a 


rare breed of vigour of thought unmatched by any poet: 


in the firmament of Sanskrit literature. 


A traditional comparative evolution of Sanskrit 
poeta apecifiea Bharavi'a apeciality as weight of 
thought (arthagaurava) He himself mentions this 


aspect arthagaurava and abhidheya - sampat in the 
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passages,General truths clothed in a vigorous language 


is interapersed throughout his poem. 1 


Regarding Bharavi's merits as a poet Mr. .R.C. 

Datta’s judgment will, we think, be accepted by every 
 gcholar. In his civilization in ancient India, 
obaervea that competent critic and scholar - "In the 
richness of a creative fancy, in the true tenderness 
and pathos and even in the sweetness and melody of 
verse, Kalidasa is incomparably a great poet. But 
nevertheless Bharavi boasta of a vigour of thought and 
of language, a spirited and lofty eloquence in 


expression which Kalidaga seldom equals”®. 


ee ee ee ee ee ee ee ee ee ee ee eee ee ee ney 


1.a. Hitam manohari ca durlabham vacah 11 KI 1/4 
b. Sahas@ bidadhita na kriyam. | KJ 2/30 
2. See Krishnamachariar, M, HCSL . p. 152 
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LANGUAGE 


Bharavi has a rare command over the art of 
expression. Polished and stately phrases add 
charmingness to his verses. He is quite at home in 
dealing with serioug and elevated themes. His diction 
is sometimes endowed with soften graces to produce an 
elegant effect. His style bristles with a rhythm not 

seen else where. For example, the descriptiona of 
Arjuna showering fists on the chest cf Visama ‘Vilocana 
painta a perfect picture before the reader’s eye and 
the reader can visualise, the battle scene perfectly in 


his mind’s eye ‘by reading this sloka with proper 


pause.> 

Bharavi'’s language ia full of naturalness, 
sugeestiveness an pedantry. The apeeches of Draupadi 
reveal and underlining tone of sarcasn, Bhima’s 


outpourings bristle with heroic haughtiness and Vyasa’s 


speech has a rare calming effect full of judicious 


judgment. 
3. Unmajanmakara_ iv&marapagaya 


Vegena pratimukhametya bananady&h | 
Gandivi kanakagilatalam bhu jabhyam 


ajaghne visamavilochanasya vaksah. 1| KJ 1743 
s 4 Co — 
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We don't find the facile expresaion of Kalidasa in 
the language of Bharavi nor do we see it over loaded 
with recondite expressions full of long compounds like 
Magha. The gracefulnegs of Bhadravi an language haa a 
charm of its own. It is different from the atyle of 
Kalida@ga’a vaidarbhi. It doesn’t have the simple 
forcefulnessa, .and sweet elegancy of Kalidasian muse. 
Stili, its simplicity and sweetness captivates the 


heart of the reader in no uncertain terms. 


Bharavi’s style of expression cannot be termed as 
gaudi nor can it be said to be vaidarbhi. We don’t 
find any overdose of grammar in the language of Bharavi 
ag Bhatti, Magha, Stiharsa have done. Bharavi revels 
in using frequently karmavacya and bhavavacya and his 
use of double accusative fires the reader's 
imagination. The poet's mastery over grammar ig seen 
in usages like anu jivisatkrta, stanopapidam. Bharavi 
appearea to be the trend setter in vging kakuvakrokti 
and double negation in the sense of affirmation. His 


clearcut demarcation of boundary line in the use of 


lit, lan and lun reveala his clear areasp in the fine 
e 
nuances of differences in the use of past tense in 


Sanskrit grammar. 


Bharavi is fond of the chitrakavyas. In the 15th 


canto (stanza 14) excepting the last one, each syllable 


takea the form of ‘n'.4 No other syllable hae been 


used in the entire verse excepting the past one. It is 


indeed very difficult to compose such verse. 


There are verses where we find the firat and third 
or second and fourth lines as identical?. In a 
different verse all the two may be quite identical.$ 
In a stanza each line may be read backwards the , same 


way as the next or the whole stanza may have three 


4. Na nonanunno nunnono nana nananana nanu | 


nunno’nunno nanunneno nanena nunnanunnanut | | 


S. Vikacavarlruham dadhatam aarah 


* ad 1 = 
sakalahansaganam sucimanasam | 
- 
i ~ . - 
Sivamagatmijaya ca krtersaya 
e e 


- e q _— 
sakalahahaaganam sucimAnaaan. Jj KJ 5/13 
Sane shanseganan suc lmanasam as 


@ . —_ pon . ~ - 
6. Ghanam vidaryar juna banapugam 
€ 
~ -~ 4 
sasaraban yugolochanasya | 


cd —_ ~ -_ ~ 
Ghanam vidaryarjuna banapugam 


sasarabano' yugalochanasya. 


| KJ 15/50 
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different sensea.’. A verse may be read backwards and 


forwards without any change. 8 


In Bharavi we come across Gomutrika-bandha, 


ardhabhramaka, sarvatobhadra’,. ekaksardpada, 


7. Jagatiaarane yukto 
harika&ntah sudhasitah \ 
@ 2 
Danavaysi krtadgamso 
# rf 


nagardja ivadbabhau. yt "KI 15/45 


Ia 


8. Nanu ho mathana ragho 
‘-ghora naéthmaho nu na! 


Tayadatabada_ bhima 


mabhid& bata dayata {| KJ 15/20 
9. Devakanini kabade 

bahikdéavaavakahi va ! ; 

Kakarebhabhare kaka 

nisvavhabya vyabhasvani. || KJ 15/25 


| 
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dvyaksrapada, nirousthya, ! padantadiyamaka, 
eo ¢°e * . 
padadiyamaka, pratilomanulomapada, mahayamaka and all 


such citrabandhas which show Bharavi’s depth of mastery 


over language. The 15th canto isa a eitrakavya. 
Bharavi'’s play upon words can be found only in the 5th 


and 15th cantos. 


Bharavi tries to show off his poetic skill = and 
scholarship. For example; the simple description of 
the journey of Ar juna on a mountain to practiae penance 
covers two cantos. The description of Apsaras takes 4 
¢cantos (7th canto to 10th canto). These descriptions 


ahow the deepnesa of poeta’ Llluatration and also the 


depth of language. 


-Bharavi’s words are sweet by nature. It idiaia 
remark of an unknown critic and it records a ‘view 
different from that of Mallinatha who compares 
Bharavi'a worda to a coconut fruit, where in he means 
to say that Bharavi words are out vwardly harsh but 


Tel en nae ne ee ee eee 


10. a.KJ 15/25 Sarvatobhadra 


b.Iti d&sati genanyam 
gacch atastadnanekadha | 


Nisidhya hasata kincit 
’ 


tasthe tatrandhakarina 1] 
3 


Nirouathya KJ 15/29 — 
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inwardly sweet and there is a sweet flow of sentiment 
under the conscious employment of recondite vocabulary. 
Narikelapa&ka is not only characteristic of Bhadravi'a 
style, it may be true of a few stanzas of the 5th and 
specially the 15th cantos, which are hardly 
tinderatandable without a commentary. Soft graces are 
often. found in the erotic, descriptive and debating 
chapters. Economy of words and clarity of expression, 
though geem to be antagonistic with each other, are 
the main features of hia style. This has been hinted 
by the poet himself in the speeches of vanecara, 
. Draupadi, Bhima, Yudhisthira, Vyasa, Indra, Arjuna and 
Kirata respectively. Krana kavi says "who will not enjoy 
the charming creation of Bharavi which exhibits a great 
sense, in a small epace, which is fuli of sentiment and 
as good as the illumination of a right path. It ia a 
true estimate of Bharavi's style in general "A great 
#enae in a amall space thia remark helps to understand 
the remark arthagauravam’?. | Ksemendra in his 


suvrttatilaka 12 praises Bharavi for his skill in the 


LotR letae el cl cree cane re Nace Ee ee A ee ee en ane ena 


are 


11. Kranakavi in Bharata Carita vide krishnamacharilar, 


HCSL, p.152 
12. See Dasgupta, S.N. (Edt), 


A_History of Sanskrit Literature Vol-I p.9 
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use of vamsasthavila metre. A remark about Bharavi's 


work runs thus. 3 


Bharavi’s poem like the rays of the 
SUN ia charming distinctly expressive of all thinga 
for the joy of the good and makes’ the readers 


enlightened. 
SENTIMENT 


Poetry is the harmonious blend of sound and senae. 
The poet gives expression to his feelings through 
expression which instead recreatea in the connoisseur 
the poet's feeling. Ananda vardhan tries to analyze 
what conatitutea real poetry and has propounded that 
symbolization is the hall mark of poetic expression. 
The symbolic content has been further put to aearching 
analysis and it has been shown later on that rasa or 
sentiment constitutes the real essence of true poetry; 
becauae raga i&# the soul whereas sound and sense 
constitute its body. This concept of rasa is nothing 
but the poetical expression based on latent and dormant 


human emotions. When these emotiona are arouaed by any 


ee te te ee ne ee eta ee nme ms cm tem ce ae mee ct Sn me ute ru bee em Neg Sen) ey en nM tre tm a ent eee nih emi mm te mee wee 


13. Prakasamaarvato divyam 


vidagdhanasatam mude j 


prabodhana parahrdya 


bharaveriva Bharaveh. |] 
quoted by Singh, A, KJ p.2 
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piece of literary art, the reader or the spectator is 
transported to a supramundane world where the miseries 


the sorrows and sights of this mundane world are 


sublimited in a supramundane plane to give incessant 


delight. 

In Bharavi's Kiratar juniyam we find the 
delineation of these rasas or seantiments in a 
variegated way. Keen observer as he was of men and 


matters his Kiratar juniyam is replete with marvellous 


painting of human emotiong. 


VIRA RASA: : 

In KJ the primary sentiment is vira or heroiam.?4 
Bharavi has depicted Arjuna as hero and kirata who ia 
none but diva as side hero. Heroic sentiment is seen 


. y 
in the character of Arjuna, sliiva and the army of Siva. 


Heroic sentiment ila divided into danavira, yuddhavira, 


14. 
Neta madhyamapandavo bhagavato ndrayand anis'a ah. 
‘ ¢ 
tasyotkarsakrte nuvarnya carito divyah kiratah punah | 
eo * ad 
Srngaradiraso'Agamatra vijayi virah pradhano rasah 
¢ rr) 
gailadyani ca varnitani vahudo divyastralabhah phalan| | 
nn 


{[Mallinatha] wide sharma KJ, p.6 
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dharmavira and dayavira.?5 In KirStar juniyam 
yuddhavira sentiment is mostly used. The penance of 
Arjuna comes under dharma vira. There la no example of 
danavira and daydvira in Kiratar juniyam. Yuddhavira 
can be divided into sastrapradhana and buddhipradham 
Bhaéravi emphasizes equally both. The hero Arjuna and 
side hero Siva ‘are depicted ag glastrapradhadna 
yuddhavira. Draupadi, Bhima and vanecar are painted as 
buddhipradhana yuddhavira. The report of vanecara 


regarding Suyodhana’s administration in front of 


* 


Yudhisthira depicts buddhipradhan yuddhavira. 1/6 


Draupadi’s exciting remarks!’ and Bhima's provocating 
- advicel§ are also instances of the utterances of 


buddhipradhdm yuddhavira. 


15. Sa ca danadharmayuddhairdayaya ca 


- gamanvitas'caturdha syat (Sahitya darpana 111/234) 
¢ 


16. KJ I/7-25 


17. Nisamya siddhim dvisatamapakrti 
a e 
statastatastya viniyantumaksama | 
Nepasya manyuvyavasayadipini 
@ 


rudajahara drupadatmaja girah {-| KJ 1/27 


18. KJ I1/6-24 
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The examples of dastrapradhan yuddhavira sentiment | 
ie seen in the advice of Vyasa to Yudhisthira. +9 _ When 
Vyasa describes the heroism of Bhisma, Drona, Karna’? 
and when he tells about mantra vidya?! and gives it to 
Arjuna, that encourages Arjuna. The description of 
erotic in the activities of apsaras and gandharvas 
nourishes the main sentiment ile. virarasa. The answer 
of Arjuna to Indra to justify his penance. 22 is an 


example of sthayibhava. 


When confronted with the muka demon Arjuna and 
Siva both become eager to kill it. They take up their 
bow to find a suitable position to shoot the arrow.43 
And the demon is killed by the simultaneous strike of 


te et eee ek ite wim ate em smn hn vente tt ee fm mh may ck cen ce em nm ee mh mn ny we Gem mt Ee ed ne i em me an re fm ee ce te th te 


19. LabhyS dharitri tava vikramena 
* 


—_ 


Jyfyan dea viryaatrabalairvipaksah . | 
Atah prakarsaya vidhirvidheyah 
e ¢ . oe 


Prakarsatantra hi rane Jayas'rih. . lt 
o e. 


e- 


~ 


J ITi/i7 


| 


20. KJ I11/18-21 
21. KJ II1/22-23 


22. Kd X1/61,64,67 


ia 


23. Kd XIII/18-20, 25-26 
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the arrow of both Arjuna and Siva. Here the demon is 
alambana. The body gesture of demon is uddipana. The 
sound produced by the pulling of the etring of the bow 


) 
of both Arjuna and Siva and their attentive walking is 


anubhiva. The ego and anger of both is gsanchadribhava. 
The enthuelasm to kill the demon is sthayibhava. The 


sthayi bhava (enthusiasm) is also seen in the answer of 
Arjuna to the messenger of diva. 24 The enthusiasm of 
Siva's army is also praise worthy.2° The valour and 
the technique of shooting arrow is vividly described in 
XIV Canto. This depicts the example of viraraga. In 
the XV Canto the war between Arjuna and the army of 


} : t 
Siva and subsequent war between Siva is the example of 


- 


vira rasa. Encouraging speech of Skanda _ to the 
retreating ganas is also a fine example. of 
° 


utsahabhava. 26 In the XVI Canto while fighting with 
éach other the different arrows of Ar juna are 
neutralized by Siva with counter weapons .¢? This is a 
glaring example of vira rasa. The enthusiasm of both 


to fight and to win is described lively in XVII Canto. 
24. KJ KIV/18,24,25 
25. KJ XIV/32,34 


26. KJ XV/8-28 


27. KJ XV1/31-33, 36-41 
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The army of Siva here is Alambana. Their zeal to fight 
is uddipana, shooting of arrow is anubhava and ego is 
sanchar i bhava. During fight sliva deprives Arjuna of 
his bowa and arrow consequently he uges sword then28 
throve satones and uproota treea. When all these 
weapons are not fruitful in hurting Siva, Ar juna 
charges him by his fists. The sound produced by the 


* 


strike of their fists reverbates in the valley.7? 


In this way the war scene is described from XIII 
Canto to XVIII Canto which depict yuddhavira rasa. The 


’ 
penance to appease Indra and Siva ig a example of 


dharma vira. 


RAUDRA RASA: | 

During fight with Siva Acjuna remains unsuccessful 
and thia makeea him angry. Anger changes his eyes into 
copper colour and water comes from hie eyes. Anger 


makes his fore-head and eye-brows look abnormal. 39 


28. Kd 17/26;29 
29. KJ 18/8-12 | 


30. KJ 


Coe 


RVIIT/17-9 
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Here army of sliva and sliva himself is A@lambana. Their 
endeavor is uddipana. The unusual change of the colour 
of the eyes along with curved eye brow of Arjuna Ilsa 


: - © me gt 
amarsa and the terribleness is sancaribhava. 
ry 


BHAYANAKA RASA: 

The description of the forest birds and animals 
terrified by the army of Siva is the example of 
bhayanaka rasa. The sound of the birds and animals 
frightened and ‘horrified by the army makes echo 
continuously in the dense forest of Indrakila.34 Here 
the army of Siva igs @lambana and their movement here 
and there is uddipana, the fearful sounds made by the 
birds and animals are anubhava. The miserable 
condition is gahcaribhava. Another example of 
bhaya&naka is the retreat of army of Siva? in the face 
of terrible weapons of Ar juna. Here Ac juna is 
@lam bana, his various weapons are uddipana, the fear 
of animals and the retreat of army is anubhava, the 


exertion, fear etc. are sanc aribhava. 


31. KJ KV/45, 47, 49 
32. Atha bhitani vartra ghna 
garebhyastatra tatrashuh ; | 


Bheje didah parityakta 


Mahesvasa ca sa caimuh. 1] KJ XV/1 
e 4 . ' 
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VIBHATSA: 
The dying dear as a last resort strikes the stones 
with its hoofs and teeth. The arrows make it bleeda 


‘professedly. It looks towards Arjuna with hate and 


dies.33 Here varaha is alambana. 


SRNGARA RASA: 


Erotic sentiment is very beautifully uaed in the 


Kiradtar juniyam. Here the importance of sambhoga 
srngara ig seen. Here the alambana of erotic is 
e 


apearas and gandharbas. The saix seasons, evening, 
darkness, nights are depicted as uddipana. In the VIII 
Canto, many scenes relating to sulky | heroine. 34 are 
described. In some scenes how talking with the lover 
makes the heroine unusually absent minded?5 is aeen. 


eee ee er ee mn ee ee ome ee a me nnn cs Oe in me Nn ee re me et ee ee Rent te a ee tee ey et ee 


33. Sa gatah keitimusnasonitardrah 
¢ e ee e e 


khuradamstragranipatadaritadma j 


Asubhih ksanamiksitendrastinur 
P) @ e v 


vihitamarsagurudhvanirniradse. |} Ko XIII/34 


34. KJ VIII/46, 48 


35.. Priye'para yacchati vacamuhmukhi 
nibaddhadrstih sithilakuloccaya 
Samadadhe namsukamahitah vrtha 


viveda puspesu na panipallavam. Li J VIII/15 
’ r ? — 


The uneven walking in the way to Indrakila due to the 
tender leaf like foot and elephant trunk like thigha 
make the poet to imagine them as drunk. 76 The bathing 
of apsaras and gandharvas and their lively description 


is given.3/ 


The poet describes the verious love act. 38 
ADBHUTA RASA: 

Adbhuta raga has vismaya (wonder) as ita athayi 
bhava. Sudden appearance of Siva in front of Ar juna 
creates the eense of wonder in the mind of Arjuna. 
Sometimea in kirAata we find the presentation of its 
sancari bhava beautifully. The sanc@ri bhava garva is 
beautifully depicted in the apsaras. _Arjuna’s reply to 


1 - 
the messenger of Siva in kirata verse sixteen of tenth 


36. Varorubhirbarana hastapivarai 

scirdya khinndnnavapallavasriyah. { 

2 

Same’pi gatum caranananiavaran 

madadiva praskhalatah pade pade. 1| KJ VIII/22 
37. Priyena gamgrathya vipaksasamnidha 

vupahitam vaksaei pivarastane. | 

Srajamna. ka@cidvijahau jalavilam 


vasanti hi premni guna na vastuni. || KJ VIII/37 
: a. o 


38. KJ 1X/47-49, 50 
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Canto also depicts the sense of pride in Arjuna. 

Sancari bhava vitarka is found in Arjun when the boar 

appears in front of him. The Sancaéri bhava visada is 
. . Cd 


depicted in kirdta.?? 


Thus Bharavi has tried to depict the above 
mentioned sentiments in kirata though he has left santa 
and other rasas from his work atill his dexterity in 
presenting the heroic sentient is praise worthy. In 
the depiction of srfigara rasa Bharavi cannot come near 
Kalida@sa but considering the limit of the theme, his 
depiction of these rasags can be said to be of high 


order. 


From the foregoing analysis it is clear that 
Bharavi ia a maater craftaman. His description of 
heroic sentiment is enchanting vigorous and forceful. 
As compared to it the srngara rasa appears to be 
somewhat weak in ita appeal. The poet has ample scope 
for depicting of this rasa, but he haa led the 


opportunity gone other rasag have ‘received curgery 


treatment in hia hand. 


39, Vamsocitatvadabhimanavatya 
sampraptaya saupriyatamsubhyah j 
¢ 


samaksamaditsitaya parena 
e 


vadhveva kirtya paritapyamanah. lf KJ XVII/4 
vadhveva kirtya paritapyamanah KJ 
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FIGURES OF SPEECH 


Figucea of apeech add to the charme of poetic 


expression. Sanskrit rhetoricians have defined them 
variously!®. Alamkaras add to the beautification of 
the body of the kavya. Poets take recourse to 


alamkaras to recreate the feeling in the heart of the 
reader through the medium of familiar objects as raga 
ia gome what of transcendental nature.’ These alamkdras 
therefore are extensively used in all sorts of literary 
art in the hands cf an expert poet. These figures of 
speech are invested with rare degree of perfection not 
seen in the hand of less competitors and the kavyas 


become a source of joy for reading and appreciation. 


Bharavi is quite alert to thig important role of 
figures of speech and has judiciously used the 


following alamwkadras in his poem. 


40. Sabddrthayorasthira ye 
’ a 
dharmah gobhatisayinah | 
* é 
Rasadinupakurvanto’ 


oo j ~ 
lamkaraste hgadadivat , | SD 10/1 p.764 


180 


AKSEPA’? 

This figure consists in making a mention of 
something to underline a suggestion rhetorically 
omitted or in denying something to emphasize something 
42 


— = - 
else. In the Kiratarjuniyam we find this alamkara in 


a single verse of 49 of canto 13. 


ANUMANA‘?> 
Anumana is inference. Inference is sald to be an 
utterance drawn from a conclusion through some 


reasoning. In the Kiratar juniyam we find this alamkara 


in a single verse of 37 of canto 13. 


APAHNUTI‘44 


It is defined as the denial of the real nature of 


eee ne ee te me se te ee nem any tr nS ent sey ey ML me me es ruth eg nn Gem ete set Dm we Snnet Ep et Same Sma ih Ce eT um ee em e.g fmm em et 


1 
41. Vastuno . vaktumistasya visesapratipattaye | 


Nisedhabhasa aksepo vaksamanoktago dvidha | |: 


SD. 10/64 
42. A.B. keith - A History of Sanakrit Literature. 
(P.374) London 1961 


43.a. Anumanam taduktan yat sadhyas@dhanayor vacah | 


Mammata ~- Kavyaprakasa X/117 


. Anumanam tu _vicchittya jianah sadhyasya_ sadhanat 


| Visvanatha, SD XK/63 
44.a. Bhamaha, Kavyalamkaéra I1I/71 


b. Prakrtam pratisidhyanya athadpanam syadopahnutih l 
4 ad 
SD x738 
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seth ike 


a thing in order to attribute to it imaginatively the 
property of another. In the Kiratarjuniyam we ' find 


this alamkara in verse 15 of 12th canto. 


APRASTUTA PRASANSA‘S 

It is explained as the praise of a subject 
unconnected with the aubject of deacription. In the 
Kiratar juniyam -we find this alamkara in 44, 61 and 62 


verses of 13th canto and 5th verse of 14th canto. 


ARTHANTARANYASA‘® 

Around one tenth of Kiratarjuniyam is embellished 
with arthantaranya€sa. Bhamaha defines it aa the 
utterance of a meaning different from what may be 
deduced from the context although this latter is 
atrengthened. The following table shows the list of 


arthantaranyasa alamkara in different versas of 


different cantos. 
Adhikaradapetasya vastuno'nyasya ya stutih | 
Aprastutaprasmseti sa caivam kathyate yatha || ' 


Bhamaha - Kavydlamkara II1/29 


bl ~~ os 2 _— | g 
46. Samanyam va vigesena visesastena vA yadi | 
e °@ 
~ e : — : 
Kkaryam ca karanenedam karyena ca samathyate 1] 
“_  @ ¢ 
sadharmyenetarenarthantaranyaso’s tadha tatah | 
e ¢ 


SD X/61 
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~ ~ en er er ee ee eee ee ee eee een ie ne een ine ening 


S1.No.o0f S1.No.of verses where arthantaranyasa is 
canto used 


I 2, 4, 5S, 8, 23, 25, 30, 33, 41, 42, 45 
Il. 5, 15, 18, 20, 21, 30, 42, 52 

II. 12, 13, 14, 17, 31, 53 

IV 4, 20, 23, 25 

V 16, 49, 51 
vIn 7, 19, 24, 28, 37, 38, 43, 44, 45, 46 
VIL. 5, 7, 13, 15, 27, 28 

VIII. 4, 7, 37, 46, 54 

IX. 13, 16, 30, 33, 35, 37, 49, 58, 64, 68, 70 
x. . 6, 9, 17, 23, 25, 29, 35, 37, 40, 44, 50, 

58, 59, 62 

RI. 8, 10, 11, 24, 30, 53, 54, 55, 76 

XII. 3, 4, 6, 10, 29, 46 

XIII. 6, 7, 8, 9, 32, 39, 63, 66 

XIV. 1, 8, 9, 11, 13, 14, 19, 20, 21, 22, 

44, 55 

XV. 2, 6 

XVI 24, 61 

XVII 23, 40, 42 

XVIII 3, 44 


are seme Ee mE ty tee my wom Sy ah ak A iy me ey ee cree ye et me ee a a ee ee ee a ee me oe tee ee ee ns _ 


183 


BHRANTIMAN® 7 

Bhrantiman is the thinking, from resemblance of an 
object to be what it ia not under the influence of 
poetical imagination. In the Kiratar juniyam this is 
found in 26th, 31st, 3th, A2Znd verses of Sth canto, 
8th verse of 6th canto; 22nd, 23rd, 39th verse of 7th 
canto; 7th verse of 8th canto; 4th and 42nd verge of 


10th canto and 21st verse of 13th canto. 


DIPAKA‘® 

Dipaka conalsats in the connection of one with 
many, as the lamp is connected with the objects it 
illuminates. In the Kirata@rjuniyam this is. found in 


the A7th verse of XIth canto and 44th verse of XIII 


canto. 


DRSTANTA*? 


se? 


It properly means ‘verification of something that 


Re ee ee ee ee eee ern eee See Oe ts Denn Dene See eee on 


47. Samyadatasmimstadbuddhir 


bhrantiman pratibhotthitah i 


Sa&hityadarpana X/36 


- 48. Aprastuta-prastutayordipakam tu nigadyate. 
SD. %/48 
Ao. Drgtantetu_sadharmasya vastunah prativimbanam. 
SD. X/50 
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has been seen . This figure ia the example par 
excellence that fully illustrates the subject under 
discussion or description. In Kiratar juniyam we find 


50 


this alamkdra in Silat verse of 2nd canto and i5th 


verse of XV canto?! . 
KAVYALINGA>2 

When a reason is implied in a sentence or a word, 
it la called as ‘poetical reason. The following table 


illustrates the examples in different cantos. 


Pn eer eee ee ere eee ae Oren eee ee ee eee es Se eine See Deedee @onie. Ruste: Town omen 


50. Anurapyupahanti vigrahah 
e # 


prabhumantah prakrtiprakopa jah l 
s rd 


e 


Akhilam hi hinasti bhudharan 


a) 
taruaakhantanigharaajo’nalah | KJ I1/51 
51. Varam krtadhvastaguna 
datyantamagunah puman | 
prakrtya hyamanih sreya 
? e 7 


nnalamkarascutopalah tt KJ XV/15 


52. Hetorvakyapadarthatve Kavyalingat nigadyate || 


SD. X/62 
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S1.No.of Sl. No. of verses where kavyalinga is used 
cantos 


ewe mn ean cents nn tne me mm fe mh wm mae cere ten age Sembee mane Orme mee we i Slt eh Gah se 


I 7, 8, 19 
Il. 29, 39, 40, 44 
IIl. A2 
IV. 3 
Vv. 20, 23, 26, 40, 41, 47 
VI. 18 
VII. 26 
VIIL. 3, 12, 18, 44 
1X. 55, 57, 62, 63 
x. 15, 17 
XI. 1, 15, 34, AT, 66, 78 
XIII. 2, 10, 12, 26, 41, 42, 45,°46, 48, 50, 51, 
«84, 60, 64, 67, 68, 69, 71 
XIV. 5, 23, 24, 29 | 
NIDARSANA”* 


Nidarsana although is based on the principle of 
similarity, does not establish any connection between 
the things that are similar. In the Kiratar juniyam 


ee ea ee em ee ee ttre nme ne i ee ee eee ee ee nt ee te cm me me ee et ee ee eee me eee ee ce ee en oe 


53. Sambavan vastusambandho' 
sambavan va'pi kutracit { 


Yatra bimbanubimbatvam. 


bodhayetsaa nidacalana tf SD. X/51 
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this alamkara ie uaed, the list of which is given in 


the table given below. 


me ere eee wwe ee ee ee me ee ae ee eats en ee cnr nie Sn a emt Ot cette em fe mem nm Sth mem eae fm te eer wom ein eee 


Sl. No. of Sl. No. of verses where Nidarsana is used 
Cantos 
Il 59 
IV. 3 
Vv 39 
VI. a 
VII. 3, 37, 40 
VITI 57 
IX. 9 
XI. 19 
X11. 12 
XVI 21, 41, 58, 62 
XVII 46 
PARIKARA”4 
Where there is a statement with Significant 
adjectivea, there occurs this parikara. In the 


Kiratar juniyam parikara is seen in 19th verse of ist 
canto; 40th verse of VI, 4th verge of VIII canto and 


45th and 77th verse of XI canto. 


54. Visleeanair yat aakutalr uktih parikarastu sah || 


Mammata , KP K/Page No. 428 
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PARINAMA®> 

4 

When what is superimposed is identified with the 
object of superimposition and gerves the purpose in 


hand, it is called parinama. In the Kirdtar juniyam 


parinama is geen in 2nd verse of IV. 
4 


PARYAYA”® 

-It consists in placing samething in different 
placea or different things in the aame place. It 
consists not in the use of a serles of synonyms but in 
the repetition by means of a guccession of sentences, 
the same ‘property or thing which is found in all of 


then. In Kiratar juniyam paryaya ia seen in the 49th 


verse of X canto. 


PARYAYOKTA>/ 


It consists in the utterance of a fact, in which 


‘the speaker and the spoken thing are not mentioned. ‘In 

55. Vigsayatmataydropye prakrtarthopayogini. SD. X/34 
® Ld 

56. Kvacidekamanekasminnanekam caikagam kramat | 


Bhavati kriyate va cettada paryaya isyate. I { 
¢ 


SD. X/79 


— 


57. Paryayaktam yada bhatigya gamyamebabhidhiyate. {| 


1S 
be 
~ 
Hn 
oS 


the Kiratar juniyam thie alamkara i@ found in 37th verge 


of V canto. 
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RUPAKA®® 

It la defined as the superimposition of a fancied 
character upon an object unconcealed or. uncovered by 
nagation. The following verses are ‘examples: of 


rupakalamkara in Kiratar juniyam. 


Sl. No. of Sl. No. of verses where Rupaka is used 
cantoa 

IIt. 41 

IV. 24 

Vv. 28, 50 

VI. 12, 41 
VIIT. 8, di 

IX. 3, 27, 57, 62 
xX. 32,-52 

XI. 79 

XIV. 12 

XV. 30 

XVI 33, 38 


re oom mane nt tie oe ment re ih he MY me sss te eh ce ewes Oh ee ea OE GEE SO Mate ee cd cine et em es et am 


mee cae oem mmm mk at ate am eee Se A eS ey et ee RS Hin ment te A Gem ns cu men senty mh me Wee rete moe ene eee ed ee a nee oe 


58, Rupakam rupitaropad visaye nirapahnave. | | 


SD X/40 
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SAHOKTI>? 

It is an utterance, constructed with the help of 
the prepoaltion ‘aaha'. In order that this figure may 
occur, it is necessary that the word should be linked 
to another by such a preposition and expressed two 
senses, although in reality there ia only one. In 
Kiratar juniyam this alamkara is found in 13th verse of 


I canto; 47th verse of IX canto and 46th, 48th verse of 


X¥ canto. 


samameo 


Sama is the commendation of an object fittingly 
united with another. The example of gama in 


Kiratar juniyam in 25th verse of X canto. 


Samanya®! 


It consists in establishing the identity of an 


ee en me me ree me me Am ine et ee ce nee ate mee ee cnt ee cme ie nine ee SO ees ott SH at OR Fame ws a Se mae ca 


SD. X/54 


e an - tlm -_ 
60. Samam syadanurupyena slagha yogyasya vastunah || 
« : + 


SD. X/71 


61. 
Samanyam prakrtasyanyata datmyam sadrgaih gunaih yy 
v7 r < e ? 


SD. X/89 
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important object with another in guch a manner that it 
ia not possible to distinguish the one from the other. 


42 verae of canto VIII exhibits this slamkara,. 


SAMASOKT1 ®2 
SamAsokti is a statement about something . which 


suggests another thing by means of paronomastic 


adjectives. 


ee ee ane eee ee er ae ca tee ee ete eee ee ee ee ee ee See ee ee a ee ee me ee ee Se ew me Ome Oe om INE mm ee em tee 


Sl. No. of Sl. No. of verse where samasokti is used 
cantos 

I 18 

1] 14, 60 
IV. 34 

Vv. 27 

VIII. 6 

1X. 5, 11, 17 
x 31 

X11. 48 

XIV. 3 


nn ee ee ee en ee ee ee ee ee i eT. er ee fae kee ee enn wen een 


Re en eee ee eee er 


62. Paroktirbhedakaih slistah samasoktih. | 
© e 


eo e 


Mammata Kavyaprakasa X/Page No. 388 
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SANDEHA®?3 
Sandeha is a doubt when the difference between the 
"upameya” and the upamana is or is not expressed. It 


is found in the following verses of Kiratar juniyam. 


§1. No. of Sl. No. of verses 
cantos 

IV. 5 

v. 12, 36 

VI. 12 

VIII. 35, 36, 53 

IX. 7, 15, 42, 54, 69 
XIII. 4, 11 

XVI. 18 ; 

RVITI 9 

samuccaya®4 


Samuccaya occurs when in addition to a cause 
competent to accomplish a certain effect, another cauge 
also operates and producea the same effect. In 


Kicdtar juniyam it is found in the lst verse of XV canto 
and 35 verse of XVI canto. 


Sa ee ee 


63. Sandehah prakrtenyasya Sameslayah pratibhotthitah 1] 
€ ¢ e " e 
SD X/35 
64. Tatelddhihetavekaamin yatra@nyattatkaram 


bhavet samuccayosau . 1 | 


Mammata - Kavyaprakasa X/30 
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SMARANA®° 
ouessae 
The recollection of an object when a eimilar 
object is seen is smarana. It is exemplified in the 
snares 
38th verse of IV canto, 14th verse of V canto and i3th 


verse of VI canto. 


TADGUNA®® 

Tadguna occurs when something la represented ‘as 
quitting its own quality and assuming an excellent one. 
It is found in 8th verse of VI canto, 23rd, 35th of VII 


canto and 23rd of KII canto. 


TULYAYOGITA®? 


It occurs when objects are associated with one and 
the same attribute. In the 51st verse of IX canto and 
54th verse of XI canto this alamkara is. seen. 

65. Sadrsanubhavadvastusmrtih smaranamucyate \\ 
e 


SD. X/27 


66. Tadgunah avagunatyagadatyutkratagunagrahah | 
o * e . 
SD. X/90 
67. Padarthanam prastutana 
manyesam va yada bhavet | 
Ekadharmabhisambandhah 
ayattada tulyayogita 11 


SD. X/47 
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upama®® 

The similarity between two objects expressed in a 
simple sentence . and underlined by a contrast 
conatitutes the eagence of upama. Among 1040 stanzas 


of KJ 275 stanzas contain upama. The list ia written 


below: 

Sl. No. of Sl. Nc. of verses where Upama is used 

cantos 

I 20, 21, 24, 29, 30, 31, 32, 36, 46 

II 3, 4, 6, 11, 12, 23, 25, 26, 31,.33, 
37, 38, 39, 42, 43, 46, 50, 53, 57, 58 

II] 5, 25, 31, 32, 35, 36, 40, 43, 45, 46, 
50, 55, 56 

IV. 1, 3, 6, 11, 12, 14, 15, 16, 17, 19, 
21, 28, 32, 34, 35, 36, 37. 

Vv. 2, 4, 5, 18, 22, 24, 26, 41, 46, 52 

VI. 1, 2; 3, 9, 10, 14, 15, 16, 20, 23, 

34, 40, 47 

VII. 4, 8, 10, 20, 25, 29, 30, 33, 36, 
38, 39 

VIII. 1, 2, .5, 7, 9%, 10, 15, 22, 23, 24, 


re ee me mee ee me wee ee ee tie te mene em aes ee ten ae Oy ee emt fant pee cues at mm tg ue ms ey mth com Om mes NH Reh fee Mint tent mma ret Set in em awe Se Ue 


Ce ee ee a ene een ne eens er een a 


68. Samyam vacyamavaidharmyam vakyalkya upama dvayoh it 
e 


SD. x/14 
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Si. No. 
cantos 


bm ee mam one cman ve ne ae Oe mi ee ean ee mre cee me mm cn ne teem etn en Mt mem ee fut me tm nd mn ct Sram ian mand me ys wht wit Sam em wie rm ane mt ome Wem 


XIII. 


XVI. 


XVIT. 


UTPREKSA®? 
e 


Utpreksa 
s 


consists- 


verges where ‘upama isa used 
10, 14, 17, 18, 19, 20, 22, 
29, 32, 38, 45, 61, 63, 67, 
24, 33, 34, 42, 53, .60 

6, 12, 21, 22, 23, 33, 34, 
55, 56, 59, 64, 65, 74, 75, 

9, 20, 22, 32, 42, 51 

19, 20, 22, 24, 25, 26, 28, 
57, 66, 70, 71 
36, 37, 38, 40, 41, 42, 43, 
51, 52, 56, 58, 59, 61 
26, 27, 28, 29, 30, 31, 32, 
39, 40, 43, 44, 45, 47, 48, 
63, 64 

7, 9, 10, 12, 13, 15, 16, 
22, 24, 25, 26, 29, 32, 33, 
39, 41, 43, 44, 48, 51, 52, 
59, 60, 63, 64 ’ 
47 

in imagining one object in 


the character of another. There are 160 timea where 


Nee ne ne ee ee ee ere eee nn 


Bhavet sambhavanotpreksa prakrtasya paratmana. 
q r) 


SD. X/40 1989 
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this 


alamkaira?9 is uged in Kiratar juniyam. 


given below. 


The liat is 
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S1.No. of SL.No. of verses where Utpreksa is used 
Cantos . 
I. iit, 15 
Il. 10. 54, 55, 56 
III 1, 2, 3, 16, 26, 30, 33, 37, 42, 
43, 45, 46, 47, 48, 49, 56, 58 
IV. 7, 11, 13, 26, 27, 30, 31 
Vv. 1, 2, 3, 6, 8, 15, 17, 21, 26, 30, 
32, 34, 35, 45, 48 
VI 11, 12, 17, 27, 33, 35, 41 
Vil 6, 9, 14, 18, 23, 31 
VIII. 10, 11, 20, 21, 26, 27,:28, 32, 33, 34, 
; 38, 50, 55 
1X. 1, 3, 5, 11, 12, 14, 21, 23, 26, 27, 
32, 53, 55, 56, 60, 62, 69, 70, 72, 74, 
75, 76 
x. 3, 11, 21, 32, 36, 43 
XI 2, 7, 17, 50, 52 
XII 13, 14, 21, 24 
R111 3, 5, 8, 22, 24, 27, 33, 34, 38, 60 
XIV. 2, 29, 30, 31, 32, 33, 34, 39, 46, 48, 
50, 53, 54 
70. Asaktamaradhayato yathayatham 
vibhajya bhaktya gamapaksapatayé | 
€ 
Gunanuragadiva sakhyamiyivan 
na badhatesya triganah parasparam. I | J I/i1i. 
* e 


“Sl.No. of S1.No. of verges where Utpreksa is used 
Cantos 


a rea eRe RP UC en ee ca ietientimtnendtionntien Kasdtientendin tend 


XV 9, 34, 51 

XVI 2, 3, 6, 8, 20, 35, 38, 39, 45, 46, 
50, 51, 52, 54, 59 

XVII 2, 8, 14, 18, 30, 37, 47, 49, 55, 57, 
62 

XVIII 6, 18, 19 

VIBHAVANA’ 1 


Where after denying the generally accepted cause, 
another cause is stated, irrespective of whether that 
cause ig stated to be a natural cause or an attributed 
cauage, there occurs the figure vibhavana. Thie 
alamkara is found in the 26th verse of Vth canto; 40th 
and 54th verge of VIII canto; 25th af IX canto; 39th 


and 65the of XIII canto. 


71. Prasiddhahetuvya vrttya 
e 


yat kincit karanantaram | 
e 


Yatra avabhavikatvam va 
: _— ‘ _ ‘ aw - 
vibhavyam sa vibhavana ; 1] 


Dandin, Kavyadarda 11/199 
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VISAMA? 2 
TO 
Visama exists when an effort is frustrated owing 
a) . 
to association with two incongruent things. In 
Kirdtar juniyam the examples of vyisama was seen in the 


4ist verse of VIII canto; 4ist verse of IX canto, 38th 


and 59th verse of K canto. 


visesoxtt”* 

Videsokti occurs when with the object of 
exhibiting a superiority we describe one good quality 
even though there is the absence of another. This 
alamkara is found in the 8th and 39th verse of IIIrd 


and VIIIth- canto respectively. 


ne ee Oe ee en a ne een ee ee en eres ete ee ae Sei een ee Se nie ie none 


72. Yadvaérabdhasya vaiphalya 
Manarthasya ca gambhavah | 
* 


Virupayoh gamghatana 


ya ca tadvisamam matam. SD. X/70 


‘73. Ekadesasya vigame 
ya gunantarasamst utch 
Videsaprathanayasau 
videaoktir mata yatha 


Bhamaha - Kavyalamkara 111/23 
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VYATIREKA? 4 

This figure occurs even when the superiority of 
the "upamana” is established over the “upameya’. ‘This 
alamkara occurs in the 44th verse of YVeanto, 29th verse 
of VIII canto, 35th, 63rd, 64th verse of XI canto; 14th 


verge of XII canto, 52 and 53 verse of XIII canto. 


stesa’§ 
. e 

Union of several meanings in one word is called 
slega. The serial number of verses of @nd, 24th, 34th 
of VIII canto; 59th verse of XI canto; 14th 15th verse 


of XIII, 52nd verse of XIV canto and 27th, 54th verse 


of XVII canto exhibit this alamkara. 


Apart from the above mention alamkaras, another 19 


alahkadras are also used whose list is given belov. 


me wr ee ce creme we eee i ae mt tm See ae me me ee a Rt ee or mine me win ney cee mee en cate AOS rm SY mn Ses eR NY Se tm arith rm 


74. 
Adhikyamupameyasyopamanannyunata thava vyatirekah || 
e 


SD. X/52 


Ly : - ~. 
75. Slisthaih padairanekarthabhidhane glesa isyate 
a é 7 4 


SD X/11 
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Name of Where it occurs) 


Alamkara . | 

Atislayokti 1/18, I1/24,31; I11/60,21; IV/34; 
V/2,19,35,43; VI/42; VI1/11,12,16; 
VIII/20; IX/4,47,60; ¥/1,24,34; XII/7; 
XIII/16,21,23; XIV/18; XVII/50 
XVIII/8,10,11 | 

Adhika XIV/29 

Arthapatti © VII/27; K/45; XI/58,69; XIII/59; XIV/10 

Abhyuccaya V/7 

Ur jasvala. X¥/51,52,53,54,55,56,57 

Eka@vali 1/12, 11/32, X/13 

Karanama)a 11/14,49,50; XVII/16,17 

Bhavika V/29,33 

Malopama XII/17; ¥III/29; X1V/63; XVII/i1 

Milana VIII/46, 48 


Yathaeankhya VIII/42; XV/16 
Vastava IV/22 


Vicitra . XIII/13 


Samaparivrtti VIi/35 
* 


Sangaya . 1X/69 
 SvabhEvokti =—-—s«1V/10,13,14,15,16,17,18,19,29; VI/15; 


VII/12,19; VIII/17,18, 22,23,24,25,26, 
45,49,52; X11/42; XIII/18, 22, 24, 26, 30, 31, 
35,36,70; XIV/36; XVIII/12 
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METRE 
‘Metres are an integral part of the poetic diction. 
Letters are arranged in a particular pattern in metres, 
so that a ausical cadence ia produced, and this 
enhances the aesthetic appeal of the verses. The 
judicious use of metres add to the grace of diction and 
leave a laating impression in the mind of the reader, 


so that the poetry gets ingrained in the reader’s mind. 


Bharavi is an expert judge of choosing the 
appropriate metres befitting to the subject of 
descriptions. He uses the metre with considerable 
modernation. We find twenty four different kinds of 


metres in his Kiratar juniyan. 
Vam@astha is the favourite metre of Bharavil. 


Khemendra in his "Suvrttatilaka” have praised Bh&ravi 


for this in the following verse. 


Vrttachatrasya sa kapi vameasthaaya vicitrata. 
e 


Pratima Bharaveryena  sach. ayenadhikikrta. Vamsastha 
° 
metre is used generally for political narrative. Many 


parts of four cantos namely first, fourth, eighth and 
fourteenth are mainly in vafsastha. It is defined as a 
‘metre of 'Sama’ type containing twelve letters arranged 


in 'Ja’, ‘ta’, *ja’ and ‘ra’ ganas in each foot. 
@ 
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Regarding the other metres Bharavi ia capable of 
using a difficult metre like udgata and composes the 
whole canto of twelveth except the concluding verse 
which is composed in praharaini. Bharavi haa changed 
metres of a few concluding stanzas of his canto. His 
concluding stanzas are composed in metres of medium 
length. in the fifth and eighteenth canto there is the 
use of sixteen metres. Drtavilambite ia. used in the 
-initial (V/1i-12, RVIII/1-16) verses of fifth and 


eighteenth. 


Malzni is the metre of the last stanzas of eight 


canto, theae belng are canto first, third fourth, 


fifth, sixth, ninth, fourteenth, seventeenth and 
eighteenth. Vasantatilaka is the metre of the last 
Stanza of seventh canto, Sikharint of. the tenth, 
Praharsini of the twelveth canto. Metres like 


Aparavaktra, Jaladharamala, Jaloddhatagati prabha and 
vameapattrapatita Madhyakaama, Kaama have been used 
only once in KJ. Thus Bharavi is fond of twelve 
principal metres while Kliddsa's favourite are only 


gix and Magha’s gixteen./® 


Anustup is used in the eleventh canto for 
> , . 
philosophical discussion. It isa alse seen in the first 


tie ican re A A a ee ee ee ee ee ee ee eee a en 
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the 


to forty a#ix verse of fifteenth canto to present the 
citralamkara. Bharavi uses eleven canto metre among 
which are puspitagra, in the tenth canto  Svagata (in 
the ninth canto), Pramitakaara (in the alix canto) and 
praharsini (in the seventh canto). Sundari, a metre of 
-Ardhasama type is used to add force to Bhima’s argument 
to Yudhisthira. Sweet Upajati, a mixture of Indravajra 
and Upendravajra is used in the third canto to welcome 
vyasa by Yudhisthira ahd his reply. It is also the 
metre of sixteenth and seventeenth cantoa to deacribe 
the speech of Arjuna. Indrakila’s description and the 
prelude to Arjuna’s penance in the sixth canto are set 


in pramitakeara. 


Udgata is used in describing penance of Arjuna _ in 
the twelveth canto. It ia a viaama type of metre. It 
aga 


has four uneven feet. Aupachandasika metre is used in 


the firat thirty four atanzas of the thirteenth canto. 


Some scholars try to prove that Bharavi_ is the 
beginner of mannerism but Kumardasa has actually dealt 
this mannerism in poetry./7 Bharavi avoids larger 
stanza leading to less complexities of expression. As 
a result of which extravagant and unnecessary display 
of metrical akill or exuberance is hardly seen in his 
Kirdtar juniyam. , 


77. Varadachari, HSL, p. 80 
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LIST SHOWING THE MERTE 


Name of Serial No. of verse in the canto 
metre 
ANUSTUP XI/1 to 79; XV/1 to 46 
€ 
APARAVAKTRA XIII/15 
INDRAVAJRA XV1/16,50; XVI1/2,8,16,24,25,28,42,59 
UDGATA XII/1 TO 53 
UPAJATI | 11/57; II1/1 TO 56; X1/80; XV/59; 
XVI/1,2,4,6 to 15,17 to 28, 30, 32 to 
42, 44, 45, 47 to 49, 51, 53, 54; 
XVII/1, 3 TO 7, 9 to 15, 18 to 20, 
22,23,26, 29 TO 32, 34 TO 41, 43, 44, 
45, 48 to 51, 54 to 57. 
UPENDRAVAJRA  XV/50, 52; XVI/3,5,29,31,43,46,52; 


XVII/17,21,33,46,47,52,53,58 
AUPACHANDASIKA V/17; XIII/1 to 34; XVIII/25,26,37,38 
JALADHARANATA V/23 


JALODDHATAGATI V/27 


DRUTAVILMVITA V/1 to 16,19,45,47,48; XIV/64, 
XVIII/1 to 12 
PUSPITAGRA 1/45; 11/58; IV/37; V/32,38,44; X/1 to 
‘ 62 
PRABHA V/21 
PRAMITAKSARA 


V/20,24,25; VI/1 to 45; XVIII/14,22,23 


PRAMUDITAVADANA XVIII/16 to 21 


PRAHARSINI. 


of 


MATTAMAYURA 
MADHYAKSAMA 


MALINI 


RATHODDHATA 


V/29,34,50,51; VII/1 TO 39; XI1/54; 
XVII/61 to 63; RVIII/36,39,40 


XVIII/28 to 30 

V/31 

1/46; T11/60°IV/38; V/52; VI/47;1X/78; 
ZIV/65; KVI/62,63; XVII/64; XVIII/44, 
46,48 ; 


V/22; XIII/35 to 70; XVIII/13 
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Name of Serial No. of verse in the canto 


VASANTATILAKA I1/59; V/28 to 30,33,37,41,42,46,49; 
VII/40; VIII/55 to 57; IX/74 to 77; 
XI1/81; XIII/71; XV/53; KVI/64;XVIII/43 


VAMSASTHAVILA I/i to 44, 1V/1 to 36; V/35; VIII/1-to 
54; KIV/1 to 63; KV/51; XVI/55 to 61; 
ZVII/60; XVIII/31 to 33,41,42 


VAMSAPATRAPATITA V/43 


SALINI V/36; XVII1/24 

STKHARINI K/63; XVIII/45,47 

SVAGATA IX/1 to 733; XVIII/27,34,35 

SUNDARI II/1 to 56; III/57 to 59; XV/47,48 
KSAMA v/18 


LITERARY HERITAGE AND LEGACY OF BHARAVI 


Poets are seldom original - According to 
' Rajagekhara * astyacaurah kavijanah’8. There ia no poet 
2 rs 
who ha& not borrowed anything from hia predecessors. 
In literature the poet whose learning of sastras 9 and 
kavyas is vast and varied happens to be the most 
indebted ome. The court poetry in Sanakrit waa 
developed and flourished in the royal courts under the 
royal patronage and was powerfully influenced by the 


surcharged atmosphere of the then society where in the 


A eS sane ee a ee a cr nee Sem sh ca te cen ete me en cm te me iy Sem chet me fs ee were ae tet ems eh ee tet eee tind Soe i ee NE ne Gm mi 


78. Bhattacharya (Edt), Kavyamimamaé, 


Gackwad’s Oriental Series, p.61 
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learned and the accomplished commanded due respect from 
rulers and commoners alike. Bharavi flourishes in auch 
a time. He happens to be the court. poet of Calukya 
King visnuvardhana who,as was the custom of his age, 
extended and patronised critics, poets, and scholars 
“vith munificent gifta. Thus, Bhadravl is wellaware of 
the intellectual tradition and quite conversant with 
the literary outputa of celebrated poets like Asvaghosa 
and Kalidasa, not to speak of the epics like Ramayana 
and Mahabharata which have been looked upon as_ the 
Perennial source of the plan and execution of ornate 


poetry down the ages. 


LITERARY HERITAGE OF KIRATARJUNIYAM 


VYASA 

Bharavi . borrowed the eubject matter from 
Mahabharatd ”. Most of his characters are of epic 
origin. But he has introduced his own materials in the 


form of sophistication to the asimple character of 


Vyasa. 


ee er re ten rene mh ce mee te re te me vem tee Sane el mth ke om Ye nd ms eh em tee mn mt nh ee lm en i me RY Hm ine ote mt mene mee 


79. MBH. Vanaparva XXIV - XXXKI 
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Apart from emphasising the actual story Bharavi’s 
originality lies in many particular insights into the 


problem of human life presented in a forceful style. 


VALMIKI 

Valmiki influenced most of thé poets in Sanskrit 
literature by his Ramayana. Bharavi owes a lot to the 
Ramayana. But he has his own style. The autumn 
description in the Kiskindha Kanda of Ramayana and 
Bharavi’s description in the fourth canto and 
Kaliddaa's deacription in fourth canto of Raghu 
although materially same get Bharavi's description with 


arthantaranyasa make it more lively. 


ASVAGHOSA 
The epic of Asvaghoaa that is the Buddacaritam is 
posalibly more profound in content while Bh&aravi §showe 
a 


it at a later stage of Kiratar juniyam. The greater 


force of expression is Bharavi's original style rather 
than merely the result of the trend towards 
concentration, for the other epic poet known to ua 


hardly attempt it, generally seeking a light touch, 88 


80. Warder, A.K. Indian Kavya literature 


1492 (paragraph) 
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In the opinion of Mr. Cowel1®} Bharavi has got the. idea 
of using the apsaras from Buddhacaritam in the attempt 
to break Arjuna’s penance. But atill there la 
difference. Arjuna shows heroic feat in the form of a 


fight with kirata where as Buddha was tested for his 


patience. Mara in Advaghosa la a terrible character 
but kiratapati is looked upon with respect. So the 


similarity seems superficial. 


KALIDASA 

Kalidasa never wrote anything to profess any 
particular philosophy ag Agvagoga did. The Indian 
intellect Reven Bharavi get enough inspiration from 


Kalidasa not to have a slavish adherence to aesthetic 


rules & liability to extravagance. Bharavi's 
description of the Himalayas in canto fifth 
is influenced by Kumarasambhava's canto one. But 


Kalida€saa’s restrained imagination and naturalness of 


utterance is not found in Bharavi. 


creel lee Named licesla tee Rate EE eel A ae a el eR ee ee er re rg 


oi. Agvaghosa'a Buddhacarita - Ed. by E.B. cowell 1893 
"When these sensual temptations fail, Maratries 
to frighten Buddhas constancy by an onset of 
all kinds of monsters and demona-~ a scene which ia 


imitated in Arjuna's trial in the Kiratarjuniya”. 
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The jain poet Ravikirti has mentioned KAélidaéaa 
Bharavi together. Thia is recorded in the Aihole 


inscription which is dated 634 A.p.82 


The imagination of Bharavi is not s0 much 
progressive . as that of Kalidasa. But in gome 
point ‘to elaborate Kiratar juniyam, Bharavi introduces 


very rare upamana83 | 


er ne ee ee mee et me eee mee tm me ee me ee et time ine ee mart me ee ed ee ee tt me tte te ee ts eee Se On me met ee en oe 


82. Yendyojl navesmasthiramarth 
vidhau vivekina jinavesma | 
Sa vijayatam raVikirtih 
kavitasritakalidasa BhSravikirtin 7 
Chalukyaraia pulekesil dvitfyasya 


Aihole inaceiption (A bhilekhamala p.115) 


_ _! _ on 

83. a. Niryaya vidyatha dinadiramyad. 
vimbadivarkasya mukhanmaharaeh | 
@arthananam vahnikanavadata 


diptih sphuratpadma mivabhipede || KJ 111/25 


b. Athosnabhaseva sumerukun jan 
7 
vihiyamananudayayatena | 
Brhaddyutinduhkha krtatmalabham 
e e e 


tamah slanaih pandu_sutanprapede || KJ II1/32 
e : . 


and 


For Example - It was tald that like the first rays of 
morning sun which took shelter in the blooming lotus, 
the blazing mantravidya from Vyasa took shelter in the 
mouth of Arjun. The load Of mental exercise in 
imagining ie more in Bharavi than Kalidasa. The simple 
upamana of Valmiki and Kalidasa is’ rarely seen in 
Bharavi where ‘as because Bharavi is a poet — of 
arthagaurava, he chooses efficiently the upamana®4. 
Like Kalidasa ,Bharavi is convinced by the fruitleness 


of unnatural alamkara for which he says 


"Na camyamaharyamapekeaate gunan. -. KJ IV/23 . 
a KS Iv/ 
Ramyanam vikrtirapi sriyah tanoti. -...Kd VII/5 
¢ ‘ 
Alamkrtam tad vapusaiva mandanam ...KIVIII/40 
6 ry 


Kalidasa is a poet of beauty where as Bharavi is a poet 
of "Svasti". For Kalidasabeauty is purusartha where as 
for Bharavi Puruagartha la beauty. K&lidas reaches up 


to vasti through beauty where. as Bharavi reaches 


beauty through Svasti. 


Bhaéravi’s description of the Himalayas lacks 
. KBlid@aa’a grace of diction and erotic environment. 
The grandeur of the mountain is depicted in a 


harmonious blend of sound and sense. 


ee me en ee cnn rm ctv ee teem am me momen meh Sms em mh le me ee tree Mes em mae re oa n/t ie NE ML fey ent ew net men emt met om uh me wen 


84. KJ X/3, XIII/15, XVII/12, 13, 16, 45, 46 
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Ar juna’s penance®° is nothing but a replica of 


austerities of Uma's penance in the Kumara. Sweetnesa 
and modesty of “Uma is not found in Arjuna because 


Arjuna is endowed vith virility and grandeur. 


LEGACY OF BHARAVI 


BHARAVI AND MAGHA 

Magha composed his didupalavadham with the 
apecifle purpose of out-doing Bharavi. Bharavi' and 
Magha belong to 6th and 7th century A.D. Bharavi is 
earlier. Kiratar juniyam is the contribution of Bharavi 
and sidupdlavadham is composed by Magha. Both the 
booka are called by the names of thelr authora. The KJ 
and the Sidupalavadham resemble each other in tmany 
agpecta. Both are yahdkavyas. The source of both the 


books is Mahabharata. The following points depict the 


comparision between the two. 


1. Kiradtar juniyam starts with the word Sriyah .%6 
@ 


Sette cnaclme telat lt tl ee a ee ee sae Ia A a ee ee a nn nen 


85. KJ XII/canto (entire) 


86. KJ 1/1 


211 


Sisupalavadham also starts with the word Seiyah.87 


2. In KJ, each canto is Laksmyanka having the word 
Lakemi in the last verge, 88 In Magha also each canto 


o— 


ends in ari. 89 


3. In KJ, the Sth canto, not 4th has a variety of 
metres. We also find different metres in the 4th canto 


’ a 
of Sidupalavadhan. 


87. Sriyah patih drimati sasitum Jagat 
¢ * : 
Jagannivaso vasudeva sadmani H 
Vasandadarda vatarantamambarad 


hiranyagarbhatgabhuvam munim harih } | SISU 1/1 
¢ 


88. Dinakrtamiva laksmi stvam sambhvetu bhuyah | 
° ¢ * 
KJ 1/46 
Drtagurujayalakamir dharmasunum nanama_ '! 
e ° 
KJ XVIII/48 
89. Indoh Sriyam bibhrati l SISU 1/75 
s . 


[~ r = 
Srisrtam duatruvan sah | ] SISU Il/lagst one 
° Py 
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_ - = : . yo. 3 
Vasantatilaka, puspitagra, drtavilambitam, salini etc. 
q e 


“are used in both the pooks. 78 


a. KJ XVth canto deals with citrakavya and 


aksaarakavya, where as 19th canto oF adidupdlavadhan 


deals with the same. 


5. ist two cantos of KJ deal with politice. 
Political matters are also described in canto II of 
Sisupalavadham. Uddhava says to Krahna about 
politics. ?? 


a a ene eR ee a a re eine ee re ee ee ee eee en ad 


90. a. Dadhatamakaribhih Karibhih ksataih 
- » 


Ed e e 


Samavatarasamairasamalstatain } Kid V/7 
‘ , 


b. Prthukadamba kadambakardjitam 
€ . 


grathitamalatamalawrakulam — [| KJ vy/s9 , 


. —_ . o , 
Cc. Vikacavariruhah dadhatam sarah 
» 


sakala hatigaganam auci Managam. | KJ V/13 
senc—S comssesras sucs manasa AY 


d. Ja na Jajau priyamanya vadhubhyah 


cd 


a& rataragamanayata manam. | SISU IVv/45 


91. Buddhi sastrah prakrtyango 
e © 


ghanasamvrtti kancukah . | 
0 


Careksano dutamukhah 
’ a ry 


urusah kopi parthivah ti SISU I1/82 
e ’ , 


6. In KJ Himalaya is described in the mouth of 


Guhyaka with many metres and citravandhas’?@. 


Magha depicts Raivataka mountain in the mouth of 


Daruka in many metres and citravandhas.. 


7.  Bharavi . in 8th canto relates jalakrida in 


praharsini metre. Magha also describes the same with 
« 


Same metre in canto VIII. 


8. Evening and rising of the moon are described in 


canto IX of both KJ and Magha?>. 


9. Description of P&anagosthi suratakell are found In 


both the books in svagataé metre. 


10. In both the books while describing war, the 


dexterity of the poets in composing citrakavya is 


demonstrated. 


11. Typical deecriptions of morning, evening six 
seasonea etc. are found in the Ath to 10th of Kirata and 


game descriptions are geen in 4th and 1lith ecantos of 


Magha. 


92. KJ IX-1-50 
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12. In KJ the villain is Suyodhana and in Magha 


Siislupala stands parallel to it. 


13. Canto II of KJ deals with Vyasa Yudhisthira - 
Samvada. Canto I of Magha deals with Narada Krena 


oe —_ 
Samvada. 


14. In 13-16 cantos a messenger from KJ talks of 
peace, but really he gives threats of fight in 


diaguise. 


‘In other side the 16th canto of Magha deals with a 
' _ . 
Messanger from Siaupala. He talke of peace but 


threatening lies behind it. 


15. We find elaborate deacription of war in both the 


books. The arrangement of the battle~scene is much in 


conformity in both the poems. 


Viz. 
KIRATA SISU 
1. Preparation for the battle _xXiIv XVII 
2. The account of the battle RV XVIII 
& XVI & XIX 
3. Single combat. RVIL XX 
& ZVIITI 


t . + 
16. Siva is the favourite deity of Bharavi. Vis‘’:nu is 


o ? 


the favourite deity of Magha. 
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17. In 18th canto Bharavi praya to Siva and deacribes 

of His eight Murtis. In 16th canto Hagh makes prayer 

of Visnu and describes of His 10 avataras 
4° 


(incarnations). 


18. Arjuna, the hero in KJ starts his journey to 
Indrakila for meditation with the motive of winning the 
war behind. Krsna, the hero of Magha begins his 
journey to Indraprastha to attend the sacrifice with 


the game motive. 


19. Amours of YAadavas and their wives are in Magha. 


Amours of gandharvas and apsaris are also found in 


20. In KJ Vedavyaga, the esteemed sage shows the right 
path to Pandavas. But in Maégha, Narada appears and 
oe 
puts before Krsna his proposal of killing the demon 
ee@es . 


' - 
Sigupala. 


21. Bhaéravi describes in a couple of atanzas that a 


lady attracta the mind of her lover vith her exposed 
fair limbs in the pretext of plucking flowers.?4 But 


i Nt A ee ee eee ee eee ee emer ar errr 


94. KJ VIII/17-18 
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Nagha expresses the same idea in a number of astanzad 


with minute details.?° 


22. Magha sometimea tries to be compact in the 
presentation of ideas analysed by Bheravi, but he can 
do s0 only at the cost of grace and subtility of the 
former. Compactnessa of ideae is againat the nature of 
Magha, for in depicting the bathing scene he devotes a 
whole canto VIII, while Bharavi in a fewo pregnant 


stanzas? 


bringa about the same effect by adept 
touches. Magha sometimes simplifies the idea as given 
by Bharavi. For example we may refer to . the 
description of a lady in the bathing ecene?’. Maids of 
a lady concealed in the cluster of lotuses, cast their 
eyes in search of their friend and say, "Are those of 
tuo petals of lotusges with the two bees within or the 


eyes of that fickle-eyed lady? Are thoge the hair of 


the lady or the swarm of bees, silent and motionless. 


ee ee ae en ne ea ne et me ee are ae ec we ene me me ee me em en eet mee my tee cee mt ate ee ee ee ne ey me ee a 


96. KJ VIII/27-57 . 


97. Sarojapatre nu vilina satpade 


ae e 


viloladrsteh svidamu vilocane | 
ery 2 ee 


i * ° 
Siroruh&ah svinnata pa kamasantate 
J . e 


rdvirepha vendam nu nigabdanislcalam. | | KJ VIII/35 


Again they gay, "la it the amiling face of the lady 
with the exposed teeth or a full blown lotus. "In this 
_way the maids detected their friend at long last who 
remained concealed in the lotus bed. 7° Magha draws 

almost the same picture, even with the same figure of 
speech of 'Sandeha’ (doubt) in a single stanza, but it 
appears to be simple and much colourless. He @ays "le 
this a lotus shining nigh in the lake? or the face of 
a young lady? Thus did somebody, after doubting for a 
moment, attain certainty, by meana of those gestures of 


loving indifference unknown to the companions of the 


crane, ?? 


23. The following verses from the two poems will show 
the similarity of thought in them. It ia interesting 
to obaerve how Magha alters and improves the same idea 
98. Agudhahasa sphutadanta kesaram 
rd e : 
mukham svidetadvikasannu panka am. = | 


It pralinam nalinivane sakhim 


vidamba bhuvuh sucirena yositah il KJ VIII/36 
sd ° o « 


99. Kint@vatsarasi saro jametadara 
dahosvinmukhamavabhasate yuvatyah | 
e 
Sainda jjya ksanamapl niscikaya kacli 
° 
dvivvokairbakasaha vaésinam parokgeih | | 
: ° 


SISU - VIII/29 


in his kavya. 100 Magha has apparently borrowed the 
comparison of water to a red-cloth from Bharavi.!01 
Again we have the description of both of elephant. The 
.ichor spreading round as oily drops in water appear 


like the eyes of the river. This very idea is found in 


a ae en OE ce cee en Kiontieedinndiacntionstamstbanttentutendmetiaanl 


100. a. Akirnam balarajasa ghanarunena 
: 
Praksobmih sapadi tarangitam tatesu | 
* a coe 
MaAtangonmathita saro jarenupingam 
maf jiatham vasanamivambu_nirbabhaése 4 
o + . 


KJ VI1I/36 


b. Samsarpibhih payasi gairikarenu ragai 
4 * 
rambho jagarbhara jasanga nigangina cats 
Kr idopabhogamanubhuya aarinmahebhava 
e 
vanyonyavastraparivartamiva vyadhattam. } | 


SISU V/39 


101. Bahu barhicandrakanibham vidadhe 
drtimasya danapayasdm patalam | 
@ 
Avagadhamiksitumivebhapatim 


vikasadvilocanasatam saritah if KJ VI/11 


’ 
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Magha in an altered manner .192 Thus a lot of 
aimilarities are found in both the. kavyas. 
24. Bharavi is famous as Chatra Bharavi_ for a 


103 


verse. The pollens of the lotuses rising above are 


ee nie meee a ee re ew ae tee se rere nD ane me ene ae meee ee mh sh em nm mee ee ce ee ee rte etme ee ee oe tn me ttn tem nee tm an my th te ee 


102.Yam candrakairmadajalasya ‘mahanadinam 
netrasriyam vikasato vidadhurgajendrah | 
° 
“fam pratyovapuravila mbitamuttaranto 
dhautangalagnana vanilapayojapatraih. i 


. 


SISU V/40 


103. Utphulla sthalanalinivanadamusma 
duddhutah sarasi jasambhavah paragah | 
> 3 . 
Vatyabhirviyati vivartitah samanta 
dadhatte kanakama atapatra laksmim I! 


KJ V/39 
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described ag a golden umbrella. Maghe is also known as 


Ghantamagha for a verge, 194 
os 
25. The arrangement of events of erotic significance 
ig remarkable in agreement in the two poems. as 
indicated below. 
KJ SISU 
1. The erotic description VIII-26 VII 
of walking and plucking 
‘flowers and twigs 
2. Bathing ; VIII 27-57. VIII 
3. Evening and night 1X-1-50 IX 
4. Revelry and love IX 51-78 _& 
The comparison noted above remainds of 
Rajagekhara’s verson. “Nastya caurah Kavijanah”. . But 
o > 


if individually considered Magha occupies highest 


position among mahakavyas. All the merits of mahakavya 


are found here. Therefore the saying goes "Kavyeshu 


104. Udayati vitatordhvarasmira] ja 
vahimarucau himadhamni yati castam | 
Bahati girirayam vilambighanta 
Bahati girirayam vilambighanta 


dvayapari varitavaranendralilam. 1] 
" a 
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BHARAVI_ AND BHATTI 

Bhatti flourished "after Bharavi because he was 
influenced by Bharavi in the introduction of speeches 
and conceits. Description of autumn by Bharavi and 
Bhatti is more or less closely similar .195 In a group 
of four co-related stanzas Bharavi describes ‘the 
churning of milk by the Gopia. 196 Bhatti geems to 
borrow the idea in the sixteen stanza of second 
107 


Bhatti seems to strive with Bh&@ravi as he is 
@¢ : 


canto. 


en eer Cn nnn een ne eae eC ee ee Oe eee ee eS Ren Renee. kee ie Dee Reni on weed 


105. a. Dattavadhanan madhulehi-gitau 


{ e - . 
Prasantacestam harinam jighamsuh | 
ee € 


° 


Akarnayannutsuka hamsanddan 
é 
Lakaye aamadhim na dadhe mrgavit | 
e é 


BHATTI 11/7 
re 


b. Krtavadhanam jitavarhinadhvanau 
e . 


— 


surakta gopi janagitanihsvane | 
? 
Idah Jighataam apahdya bhityasim 
na sasymabhyeti mrgikadanpakam. }] 
| . KJ IV/33 
106. KJ IV/47 


107. Vivettaparsvan rucirangaharam 
samudvahaccaru nitamvaramyam | 
Amandra_ mantha dhvani dattata@lam 
gopangana nettamanandayattam i BHATTI I1/16 
| ; 


ge? 
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model. But his technique is different. Bhatti’s kavya 
oe 
serveg as a medium to teach lesson on grammar. 
Bhatti’s scholarliness has justly propitiated scholars, 
*e 


but the self-imposed curse of artificiality neutralises 


whatever poetic gifts he really possesges. 


BHARAVI AND SRIHARSA 

The poets after Kalidasa have a tendency to show 
their creative capacity and Sriharsa is also a poet of 
this type. In Srinarsa we find the last epic poet. 
Artlatic repreaention which atarted with Bharavi hae 
been carried to its peak by Srinarsa. He | uses 
Arthantaranyasa like Bharavi but has not attained the 
same degree of perfection. Kalidasa’s influence on 
Sriharga is. distinct in the description of cities, 
description of heroine and svayamvara sabha. Bharavi'’s 
influence is felt in characterisation, in the technique 


of ambassador and in dialogue. The five-fold meaning 
108 


\- 
stanza of Sriharsa is perhaps has its origin in the 


108. Itirita patrarathena tena 
heina ca hrsta ca babhana bhaimi | 
ceto nalam kamayate madiyam 
nanyatra kutrapi ca sibhilasam. | 


Naisadha I11/67 
e 
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three-fold meaning stanza of. Bharavi.i99 Like Bharavi 


17 
Sriharsa also constructs a new type of poetic 
el, 
compoaition. 
\ > ; og : 
Sriharsa’s language is very difficult. Sometimes 


“it is unintelligible without the help of a lexicon or 
commentary. His language is full of idioms. He has a 
deep knowledge of grammar like Bharavi. Bharavi is a 
ekilled grammarian but he does not show his grammatical 


knowledge to a fault in his poetry. 


{- ~ 
Sriharsa’s style is+vaidarbhi. He himself saysi19 
o 


nea ara neon ne cE Oe OTe CR es soso ice tensinetiantuntontiontond 


109. Jagatislarane yukto 


harikadntah sudhasitah | 


- ~ -~?% *# 
danavaral krtaéaamso 
caneavers> “pr asanse 


* 


nagaraja ivababhau. i 


Fa) 


J xV/45 


| 


110. Dhanyadsi vaidarbhigunairudarair 
e 
yaya samakrsyata naisadho’pi | 
ee e 


-Itah stutih ka khalu candrikaya 
ry 7) - 


Yadab dhima pyu ttaralikaroti. 1 


Naisadha III/116 
v 
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it. His style is lucid and grandg.243 But Bharavi’s 

style is gaudi * gamasavahula gaudi”. The muse of 

Sriharaa Lea different from that of Kalidasa, Bharavi 
; 


and Magha. 


Bh@ravi uses many Vandhas i.e. Gomutrika bandha, 

,- 
Sarbatobhadra bandha etc. But Sriharsa doesn’t use any 
such bandhas because he know that bandhas are 


detrimental to rasa, the soul of Kavya. 
The main sentiment of Bharavi is vira. Srngara is 
? 
subsidiary. But in Naisadha eros is the main 
sentiment. The touching sentiment of Sriharsa is 
karuna. When swan cries piteously and requests the 


king to make him free the sentiment reaches its 


oh me ete cee en ee rte ee ct eee ed we eee tee pe ined ese mee ath ch ety mms mn mut nee ad fey mm Come et tan Senet yt teeth mul 


111. Hrtasaramivendumandalam 
damayant ivadanaya vedhasa 4 
Ketamadhyavilan vilokyate 
dhetagambira khani khanilima. 7 


Naisadha 11/25 


112. Madekaputra janani jaratura 
navaprasutirvarta tapasvini | 
Gatistayoresa janastamardaya 

6 


f _ : 
nnahovidhe tvam karuna runadhino. j | 
a é . 


Naisadha 1/135 
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According to an unknown ritic the muse of Bharavi 
ie deacribed aa Samkhin!, Kalidasa's muse is known as 
Padmini. . Magha’s muse is described as citrini and 
Sriharsa’s muse is treated as Hastini. The poetry of 
Bharavi igs known as Narikelapaka that of K&alidasa ia 
Known as Draksapaka and Stiharsa’s poetry is known as 


omrtapaka or ausadhapaka.**4 
° 


BHARAVI_ AND MENTHA 

The poet who really possess similarity with 
Bharavi is mentha. Bharavi and Mentha are known to 
have written epics, slaying of Hayagriva suggests an 
equal forceful nacration but in a very different 
individual manner. Mentha’s " expression is 


linguistically simple but generally full of ambiguity 


and figurativeness of meaning; his force derives 
largely from subtlety and humour. Bharavi's languaga 
on the other hand is difficult. Like Asvaghosa Bharavi 
depends on the finer point of grammar. Tn Bharavi 


Welght remaing in the meaning carried by each word. 


SO ee tae me am te ee ee me ee ame ee ae eae ee ok a me ry ne ee ln La ak mc ene nee emma uti nt ome ee te eee eee me ee nen ee 


113. Vyasa, Sanskrut Kavi Darsan, p.137 
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SOCIAL THOUGHT 


Ae the literature is the reflection of society, 
the then social conditions can be known from a k&vya. 
The reader gets pleasure from a kavya if it embodies 
the depth of observation and experience of the poet. 


On this depends the success of a kavya. 


We find a clear depiction of the then society from 
Kiratar juniyam of Bharavi. From the study of his 
Kiratar juniyam it appears that there are a large number 
of small sovereign states ruled by the kines. They are 
constantly quarreling among themselves trying to snatch 
away other’s kingdom by force and deceitful means. A 
network of sples and espionage is spread over both 
inside and outside of the kingdom to gather 
informations and to supply to the ruler. The picture 
of the turbulent days has been clearly depicted by 
Bharavi in his Kiratar juniyam. Regarding the picture 
of life of the common man in Kiratarjuniyam it may be 
remembered that the NKS are predominantly written under 
the royal patronage mostly praising the king or ruler 
of the day. Hence common man does not as such eind a 
place in the scheme of the poet. This ia all the more 
true in the case of a’kavya whose subject matter is 
taken from well known epic sources like Ramayana and 


Mahabharata. However, it must be pointed to the credit 
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of Bharavi that he has not all together relegated the 
common man to the background. We find the picture of 
cowherds tending their cattle, woman engaged in 
guarding and harvesting rice cropa, drawing water from 
the well, cracking jokes at one another painted 
beautifully in Kiradtar juniyan. Bharavi also has 
painted the heavy drunkard, hastening to his home for 
rest. The picture of wild hunters with pea-cock 
feather on their heads and the necklace of beads | on 
their necks, bows and arrows in their hands coming, all 
on a sudden out of bushes of the forest to the front, 
captivate one’s imagination. It is to be remembered 
that these kirdtas play not an insignificant role in 
the development of Kiratar juniyan. The picture of 
ascetica and wandering monks like Vyasa and student 
Brahmacdries in whose guise the vanecara collected the 


informations are very much there in Kiratar juniyam. 


Kirdtar juniyam reveals the religious thought of 
his time is not an insignificant way. © The religious 
thoughts ag propounded in the Vedas, Upanisadas and 

di 


Puranas have taken deep roots in mind of the people. 
> 


» 


1. Ancupanibhirativa pipasuh 
¢ 
Panka jan madhu bhrcam rasayitva | 
Klibatam iva gatah ksitim esyanl 
e s 


lohitan vapur uvaha patangah 1] 
. a 


* 


Keith, A.B. HSL p.112 
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Priests are in charge of.the religious rites. Sometimes 
they are regarded as creating dangers and difficulties 


for the people by employing secret formulas for death 


and destruction. 4 Still the reapect for the 
priests are high. People have faith in the wonderful 
power of mantras and penance. It can be argued that 
this belief is seen not only in Bharavi’s 


Kiradtarjuniyam, but also in all ancient Indian writings 


atarting from Vedaa. 


_ t 
2. Athabhipasyanniva vidvigsah purah 
we 8 # 


-/ 
purodhasa ropitaheti samhatih | 
o 
Babhara ramyopi vapuh sa bhisanam 
® i) o 


gatah kriyam mantra evabhicarikim. || KJ 111/56 
q ae 
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POLITICAL THOUGHT 


Politics deals with the art of governance of the 
state. Man being basically a gocial animal lives in 
society and interacts with others. His well being 
depends on the peace, prosperity and lawful existence. 
For the harmonious existence in society the weak has to 
be protected from the oppression, the needy and 
helpless haa to be taken care of and the wicked is to 
be punished. This involves the establishment of law 
and ‘order to administer which a supreme authority has 
to be recognized. In ancient Indla the king used to 
look after this onerous task. In the administration of 
the kingdom he has to consult advisers who are known as 
Sacivas oor mantris for this dispensement of justice, 
Dharmas&stras, Smrtis are taken to be the guiding 


factors. 


In Bharavi'ts time this situation did not ' change 
much.  Bharavi has painted a faithful picture of the 
political condition. From the close scruting of his 

Kirdtar juniyam it is revealed that there did not exist 
| any central authority during his days. India was 
divided into small kingdoms whose rulers used to attack 
each other to expand their territory and influence. 
Sometimes: intercine feuds used to mar the peace and 
prosperity of a kingdom. Political intrigues and 


distrust, secret planning employment of spies to gather 
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informations were the order of the day. The war 
between Kauravas led by Suyodhana and Pandavas headed 
by Yudhisthira which Bharavi haa agsaumed as background 
of his plot points to this state of affair. Though his 
theme has been taken from the celebrated epic 
Mahabharata still the poet must have unconsciously the 
prevailing uncertain political condition of his day ‘at 
the back of this mind to choose this theme for his 
kavya, so that he would be able to put across his 
message boldly. From the study of history it is now 
clearly established Sakas and Hunas were invading India 
and subjugatine the kingdomea of those days. Some oft 
the then rulers prefer to surrender to the foreigners 
meekly instead of fighting. A nationalist to the core, 
Bharavi is hurt and tries to arouse the patriotism and 


valour of his people through the depiction of the fight 


of kirata and Arjuna. 


Viewed in this background the purpose of writing 
Kiratar juniyam with heroic sentiment predominant in it 
appeara to be the master stroke of the poetic genious 
of Bharavi. Bharavi being a court poet is quite aware 
of the fine nuances of administration. -He has 
certainly intimate knowledge of Kautilya's Arthasaatra 
and other treatises of mMiti and dharma. His deep 


knowledge is clearly evident from the perusal of his 


work. 
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1. Bharavi favours the maintenance of a well oiled 
network of apies and a ayatem of esplonage in the 
kingdom. To him a ruler sees through the net work of 


spies.3 


Almost all =the books on political science have 
agreed to the important role of the spies.. It is 
eaazential for these persone as sples to be expert in 
different kinds of manners and behaviors, as they have 
to asgume different forms on different times. The 
introduction of the apy in the beginning of 
Kirdtar juniyam emphasizes the importance of espionage 
system. Yudhisthira being exiled ‘by his deceitful 
cousin Suyodhana and others, he is anxious to retain 
his lost kingdom. To know:-the administration of his 
enemy he sends a vanecara as a spy. The selection of a 


Vanecara as a spy, a Bharavian innovation in contrast 


with Mahabharata story is in keeping with the advices 


3. Kriyasu yuktairnrpacaracaksuso 
rd 


’ o 


NavaNcaniyah prabhabo'nujivibhih || Kd 1/4 
# . 
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of Nitisdetra.4 The spies are the true well wisher of 
the king. It is their duty to give correct report, be 
it pleasant or unpleasant.” The vanecara in the guise 
of a young Brahmacharin asetic, in accordance with 


Kamandaka®@ 


moves gaining all the necessary information 
and return to Yudhisthira. He is truthful as 
. vg . 


Nitivakyamrta emphasizes it,/ and reports all the 
’ 


4. Vane vanecaraih Karya 
_ssramanata vikadayah | 
# 
Parapravrtti jnanacthah 
; 3 
sighragcar aparamparah. || 
Arthasastra 1.25.4 
5. KJ 1/2° 
6.a. Svapanjopi hi jagarti caracaksur mahipatih 
Ps 


Kamandakiyanitisara 13/19/29 


b. Tapasvilingino dhurtah 
: . ” : 
Slipapanyo pajivinah. j 
* o 
caraacareyuh paritah 


pivanto jagatam matam If 


Kamandakiya Nitisdstra XIII 3/19/27 


7.Alaulyaman rusabhasitvamabhyuthakatyan ceti caragunah' 
o ° 


Somadiva's Nitivakyamrta, ch. 14 P.53. 


matters to Yudhisthira. Suryodhana, as reported by the 
e@# 

Vanecara employs a system of espionage and learns 

thoroughly the plans of all kings.® Vanecara addresses 


“the king. aa CSracaksusah,” a view found in other 


° e 
books . 6» 
2. Pacification of the conquered territory:- 


It is almost customary for the ancient Indian 
kings to conquer the hearts of the inhabitants of the 
conquered territory so to dominate them. They never 
molest the faith and respect of the conquered people to 
their previous ruler. They rather try to out shine the 
former ruler by surpassing their virtues. ' In 
Kiratar juniyam Suyodhana who is in possession of 


Yudhisthira'’s territory tries to surpass the virtue and 


Mahibhrtam saccaritaiscaraih kriyah 
e * e 
sa veda nigls'esamaslesitakriyah | 
* Py e ‘ 
Mahodayalatasya hitanubandhibhih 


pratiyate dhaturivehitam phalaih. || , KI 1/20 


9. Kriyasu Yuktairnrpa Caracaksuso 
¢ o¢ 
~ ned ow, : 
na vancaniyah prabha vo’nujivibhih | 
J ae 


A to’rhasi ksantumasadhu sadhu va 
ato cnasi Ksantumasadhu sadhu va 


hitam manohari ca durlabham vacah. 1] KJ I/4 
@ 


noble deeda of Yudhisthira to eclipse his fame. 19 Here 
the act of Suyodhana tallies with Arthasastra of 
Kautilya. Suyodhana takes care to please his servants, 
friends and relations and put his kinsmen on a. footing 
of equality with himself with respect to honour, power 


and enjoyment .i1 


He la generous to the subjects that reminds us of 
the advice of Kautilya.*4 (After gaining new territory 
the king should carry out what is agreeable and 
beneficial to the subjects by doing his own duty as 
laid down, granting favour, giving exemptions, making 
gifts, and showing honour). 

10: Tathabi jihma@h_sa_bhava j jigisaya 
r 
tanoti subram gunasampada yadah. | 
Samunnayanbhitimanarya sangamad 


‘varam virodho’pi samam mahatmabh ih 11 


le 
bed 
~ 
& 


11. Sakhiniva pritiyujo'nu ivinah 
* 


~ ~- 4 : 
samanamanansuhrdasca bandhubhih. | 


” ” 


Sa santatam darsayate gatasmayah 
ea 


krtadhipatyamiva sadhu vandhutan. 11 KJ 1/10 
» 


12. Svadharma Karmanugraha 


parihdra dana mana { 
Karmabhis’ca prakrti 
, 


priyahitanyanuvarteta {| Kautilya XIII 5.4 
? 


2356 


3. Relation between a king and his officers:~ 

Bharavi emphasizes the relationship between a king 
.and his officials in the form of reporting of vanecara. 
vanecara says that he is a bad counselor who does not 
give proper advice to his master and he is a bad master 
who does not listen to the advice of his well wisher, 
for prosperity. The councellors should always remain 
attached to the king as their mutual co-operation will 
yield prosperity.23 The importance officials in 
executing the work of king is emphasizedal4 by different 


authors. 


13. Kg I/5 


- 214. a. Apiyatsukaram Karma, 

tadapyekena duskaram | 
e 

Vis’esato sahayena, 


kimturadjyam mahodayam. {{ Manu VII/55 


b. Yadyapyalpataram karma, 
tadapyekenaduskaram | 
Purusenasgahayena 


: =. ° J 
kimurajyam mahodayam. || Sukraniti Adhyaya II.1 


sad — » evendl 
c. Sahaya sadhyam rajatvam 


e 
cakramekamnavartate | 


. "4 ™ ? 
Kurvita sacivam stasmat 


tesam ca srnuyanmatam J | Kautilya 1/6.4 
os ¢ » 


236 


4. Dharma, Artha and Kama:- 


Apart from many thinas, the spy also refers to the 


consideration of trivarga i.e., dharma, artha and kama. 
Suyodhana adopts all the three with due 
discrimination.1+5 Authorities on nit _ sometime 


emphasize either the role of dharma or artha or both 


dharma and artha or both karma and artha, but according 
to Bharavi the group of three is equally important 16 
Kamandaka also opines in the same line 17 put. Kautilya 


has a different opinion as he emphasizes wealth 18 over 


ee eee ee ee ae neem ee eee ee are nine ee ee een 


15. KJ I/il 
16. KJ 1/5 


17. Dharmad artho rthatah kamah . 
. ” 


« 


Kamat sukha phalodayah | 
5 


Atmanam hanti tau hatva 
Yukty& yo na nisevate. 11 
o 


Kamandakiyanitisara 1.51 


18. Artha evapradh@nah iti Kautilyah 


arthamulau hi dharma kamaviti.. Kautilya 1.7.67 
eo 
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the other two Suyodhana follows the path of virtue. 
He himself has performed sacrifices according to the 


instruction of the priest.1? 


In canto eleven Bharavi telis a different 
philosophy in the form of Indra’s advice to Arjuna. 
Indra telle Arjuna that artha and kama are not the 
ultimate human ends. These are hindrances to acquire 
true knowledge. 29 Indra condemns amassing wealth as it 
is a dangerous like a hood of a serpent. Fortune does 


not own anybody as her favorite. Wealth is fickle.21 


5. Have control over senses:~ 
Bharavi from hia first hand experience know that a 
passionate king is destined to failure. Therefore, he 


lays stress over the control of the senses by a_ king. 


19. KJ 1/22 
20. Ks 11/20 and 34 
21. KJ I1/21-25 
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Suyodhana surpasses the six internal enemies?@. Passion 


is condemned in Indra’s speech2? and fortune is said to 
be fickle. A ruler of unbridled passion having no 
control over his senses sooner or later comes to ruin 
and destruction. This point is repeatedly 
stressed in Kiratar juniyam Yudhisthira in canto two has 
delivered a long apeech on it. Indra also has dealt 


with this subject in eleventh canto. In Manusmrti also 
e 


22. a. Krtadrisadvarga jayena manavi 
. ° 
—_ ae ve . —_ 
magamyarupam padavim prapitsuna | KJ ~ I/9 


b. Kamah krodhasthatha lobho 
harso manomadastatha | 
7 
Sadvargam atsr jedenam 
~ ¢ 7 
tasmimstyakte sukhi nropah. Lf 
o e. ‘ 


Kamandakiya nitisara 1.57 


c. Atmajeyah sadarajna 
stato jeyasca satravah | 
Ajitatma narapatirc 
vijayeta kathain ripum. }] 


MBH. Santi 69.4 


23. Kd 11/39 
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it is told that one without self control becomes sub- 
ordinate to others. So like controlling horses one 
should control sensual enjoyment.*4 
6. Sama, Dana, Bheda, Danda: ~ 

Bharavi is in favour of judicious application of 
the Sama, Dana, and Danda, Bheda. The emissary of 


Yudhisthira describes Suyodhana’s faithful application 
ee . 


of four political expedients as noted in the 
Kiratarnuniyam. 2° The importance of the four. 
expedients of conciliation, bribery, dissension and 
force has been stressed by political thinkers. 


According to Kamandaka sweet and faithful words are 


24. Indriyanam vicaratam 
visayesvapaharisu “4 
e e 
Samjame yatnamatisthe 
. wo 


dvidvanyanteva vajinam. 11 Manu 2/88 


z 


25. Kd 1/15, 12, 13 
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called sama. 7 But again words should be accompanied 
with gifts as the same author says conciliation without 
gift can not find room even in the wives.27 Bharavi 
also is in favour of this. But if gifts are bestowed 


upon randomly, there is a fear of financial crisis. So 


Suyodhana exercises discrimination between worthy and 


unworthy before giving alifts. Moreover Suyodhana’s 
gifts are always accompanied with cordiality . and 
respect. He administers justice impartially and 
without distinction of age, sex, creed and colour. In 


. . —_ (~*8 
26. Pralimpanniva cetamsi 
drstya sadhu pivanniva { 
e 
. — * - 
Sravannivamrtam sama 
eo 


prayunjita priyam, vacah 1 | 


vaganudvega janani 
sameti prarikirtyate 


kamandakiyanitisara XVIII/16 
27. Nidanam sama nayati . 


Kalatresvapi gamsthitim | 
Qo 


Kamandakiya nitisara XVIII1/64 (Hemistich) 
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punishing he is never influenced by personal grudge. He 


imposes punishment according to the advice of judges. 28 


For the internal and external gafety of the 
country Suyodhana employs guards and spies. He never 
solely relies on them because over reliance on them 
leads to the downfall of the ruler.2? According to 
Bharavi the king should always keep his officers alert 
and on guard by inspecting their work because men like 
horses are fickle by nature and change their mind when 


employed in works . 39 


28. DharmasAat mm puraskrtya 
pradavivakamate sthitah } 
‘Sam@hitamatih pasyeda 
vyavahara nanukramét. 1 | 
| . Narada smrti 1.35 
oe 
29. Na vidvased avisvaste, | 
vidvaste nativie' vaset 
visvasad bhayamutpannam 


- , 
mulagiapi nikrntati. MBH. Santi 139.29 


30. Karmasu caisam nityam pariksam 
¢ . ra 
Karayet, cittanityatvan manusyanam | 
° eo 
Asvasadharmano hi manusya 
oe @ 
niyuktah Karmasu vikurvate. 
: 2 


Arthasastra 2.9.2-3 
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7. Encouragement to Agriculture: ~ 


. 


According to Bharavi agriculture is the bedrock of 


economy of any country. Suyodhana follows the 
principles of a welfare state. He gives much emphasia 
on agriculture as agriculture is a crucial item 


employing a large number of people and supplying food. 
The king should make proper arrangement for irrigation 
so that the farmers can reap bumper harvest. His 
Suyodhana made kuruland smiling with abundant crops due 
to net-work of canals for irrigation.31 It is aaid in 
eighteenth verse of first canto that the earth, as if 
pleased’ by his merits, yielded on her own accord 
abundant wealth to him. Thus people en joy 


uninterrupted prosperity in his reign. 


8. Well-Equipped Army:- 
Vyasa says to Yudhisthira that the earth is 
ee 


conquered by valour only. 34 Suyodhana’s army consist 


’ 


31. Sukhena_ labhf dadhatah krsivalai 
, ee 
rakrstapacya iva sasyasampadah | 
e°0 . e 
Vitanvati ksemamadevamatrka 
¢ 


a 


'. oo . ' _ : - 
sciraya tasminkurava scakasati. 1 | KJ 1/17 


32. Labi dharitri tava vikramena 
e 
Jyayasisca viryastrabalairvipaksah | 
ee 
Atah prakarsaya vidhirvidheyah 
FJ 6 e 


prakarsatantra hi rane Jayasrih. 1] KJ Iil/17 
' a a 
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the 


of mighty warriors who are ready to serve him even at 
the cost of their life. There is no conspiracy?? 
because dissensions in army ultimately result in the 
destruction of the King as well as kingdom. Hence a 
king should always try to win over the loyalty of his 


troops. 


9. Secrecy of plans and programme: -— 

Bharavi believes that a king thrives on the throne 
on his secrecy of plans and programme as atated in 
different nitisastra. Kalidasa also elaborates it.34 
As stated by vanecara Suyodhana is a great diplomat. 
He takes every possible steps for the safety of his 
territory by collecting information about the plan and 
programme of adjoining rulers by his spies. He never 
advertises his plans and programme and his plans can 


only be known 

33. Mahaujaso mdnadhana dhanarcita 
dhanurbrtah samyati labdhakirtayah { 
Nasamhatastasya nabhinna vrttayah 
cr 3 


priyani vaneca ntyasubhih samihitum. || KJ 1/19 
€ 0 


34. Tasya samvrta mantrasya 
gudakadenh gitasyaca \ 
Phalanumeyah prdraabhan 
samskarah praktanaiva. V1 Raghu - 1.20 


n 
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35 


from their result. The different authors also praise 


the secrecy of a plan. 36 


10. Allegiance of Chiefs and Vassals:~- 

Chiefs and Vassals play an important role in the 
defense of the kingdom. Bharavi is in favour of having 
their allegiance. The feudatory kings are attracted by 
the merits of Suyodhana and express their willingness 


to work on his command .?7 . 


35. Mahibhrtam saccaritai scaraih kriyah 
. @ b e @e 
sa veda nigssesa masegita kriyah | 
e « 
Mahodayaistasya hitanubandhibhih 
a 


Pratiyate dhaturivehitam phalaih I} Kg 1/20 


36. a. Yasymantram na jananti 
Samagamyaprthag janah | 
¢ * 
Sakrtanam prthivin bhunkte 
e © 


kodahino pi parthivah }| Manu VII 148 
7 ae 


b. Nasya guhyam parevidyus 
chidram vidyat parasyaca | 
Guhet kurma ivatigani 


yat syat vivrtamatmanah {| Kautilya 1.15.11 
oe 


e 


37. KJ 1/21 
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t 
In chapter thirteen, the messenger of Siva, a 


kirdta stresses the importance of an ally more than 
wealth. 28 Manu also thinks like that .39 A wicked ally 
or a friend and the danger arising out of it is 
emphasized in Arjuna’s speech. As Arjuna says our 
‘friendship with the sons of Dhrtarostra produces 
enemity against us like a resort in the shade of the 


40 So Arjuna is careful in. making 


» 


friends and he is averse to making friendship with 


41 


bank of a river. 
kiratapati. So Bharavi feels a steady and faithful 
ally is needed in times of danger and search for an 


ally should be the guiding policy cf foreign affair. 


39. Hiranyabhumi sampraptya 
parthivo na tathaidhate | 
Yatha mitram dhruvam 


lavdhva krslamapyayati ksamam. |! Manu VII/208 
¢ e 


40. KJ 11/55 


41. Sakha sa yuktah kathitah katham tvaya 
o 6 
yadrccaya suyati yastapasyate | 
* 
Gunarjano ccreya virudha buddhayah 
: an 


prakrtyamitra hi satamasadhavah [| KJ XIV/2i 
e . e 
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11. Tit for Tat:- 

After hearing the report of the spy Draupadi 
becomes irritated and says stright forwardness is a bad 
policy to counter a crocked enemy. Sne observes that 
those foolish persons who don’t meet. fraud by fraud 
will die like a sharp arrow piercing the body 
‘unprotected by armour. 44 Yudhisthiras’ inaction in 
various way is inflamed by Draupadi and Draupadi says 
that the morality of a state differs from that of 
individuals citizen. So Yudhisthira should leave his 
sage-like morality and should be up and doing to regain 
the royal power which has been lost to fraud. To rouse 
Yudhisthira’s ire Draupadi argues that no one cares for 
the man who has no anger. On the other hand people 
come under the control of one whose anger is not 


futile. 43 Although anger has been looked upon as an 


42, Vrajanti te mudhadhiyah paradbhavan 
* é 
bhavanti mayavisu je na mayinah . { 
Pravidya hi ghnanti sathastathavidha 
na_samvetafgannisitS ivesavah Lf Kg 1/30 
* ° 
43. Abandhya kopasya vihanturapadam 
bhavar.ti vasyah Svayameva dehinah | 
. ° ad 
Amarsasunyena janasya jantuna 


najatehardena na vidvisadarah in KJ 1/33 


ad 
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internal enemy and one of the vices. The identical 
sentiment is present in Arjuna’s ceply to Indra in 
canto eleven of KJ. Ariuna says "those who are the 
foremost of great men, who can inflict their wrath on 
their adversaries like the thunderbolt on a dry thing, 


become ideal of venerable conducts. 744 


12. Intricacies of Politics:- 


Bharavi has a first hand knowledge regarding the 
intricacies of politics . Bhima says the science of 
state craft though difficult can be easily mastered 
through proper advice of the learned as a lake can be 
entered in to if it is provided with steps. But the 
man who can guide the way is rare.45 Congidering all 
Sides of the situation in the light of politics, one is 
to find out the path of the action which will be 
beneficial in the end. Bhima refers to such intricate 
mature of the acience in course of his appreciation of 


Draupadi’s word. 


Lad 


44. Udaharanamasihsu. 
o 


e 


pratheme te manasvinam \ 


| - 
Suskes’anirivamarso 
e 


, 


yairaraticu patyate We KJ X1/65 
45. Visamopi vigahyate nayah 

krtatirthah payasamivasayah 

Sa_ tu tatra videsa durlabhah 

sadupanyasyati krtyavartma yah | KJ 11/3 
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13. The Four Sciences:~ 

| The four branches of learning have been referred 
to by Bhima. He is extremely surprised as to how a man 
like Yudhisthira who ig an expert in all the four 
branches of knowledge cannot choose the right course. 46 
The four sciences are Metaphysics (Anviksiki), the 
three Vedas (Trayi), Agriculture (Varta) and politics 
(Dandaniti). Kamandaka explains the virtue as "the 
causes of the exiatence of mankind."47 But generally 
fourteen Vidyas are cited, 48 They are four Vedas, aix 


- oe — we oe 
Veddngas, Puranas, Nyaya, Mimansa and Dharmasdstra. 
wecangas, ruranas, Nyaya, pimansa enarmasastra: 


46. Catasr svapi te vivekini 
"@ e 
nrpa! vidyasu_ nirudhimagata | 
a a - 
Kathametya matirvipar jayam 


karini Panhkamivavasidati 1 | KJ I1I/6 


47. Anviksiki trayi varta 
dandanitisca gasvati { 
oe . 


Vidya scatasra evaita 


loka samsthiti hetavah. tt 


Kamandakiyaniti sara I1/2 


48. Purana nyaya mimamsa 
dharmagastranga migritah | 
Vedah sthanani vidyanam 
dharmasya ca caturdada | 


Yajnavalkya 1/3 
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14. Attitude towards an enemy:- 

Bhima while expressing his . dissatisfaction 
regarding the inaction of Yudhisthira states that a 
clever king may tolerate the prosperixy of an enemy if 
it is sure to be followed by ultimate decline. But the 
king should not ignore the decline of his enemy if it 
would ultimately lead to success.42 in the context of 
Suyodhana Bhima wants to tell thax the prospering 
Suyodhana never shows any symptom of decline. So 
Yudhisthira should not remain idle and inactive. 
Therefore, a king should never desist from energy and 
enterprise because the subjects admir2 the rising king 
ag they do the nev moon. 28 Untiring energy le the 
source of riches. The idea is supported by Kamandaka 
who says that "as fire is increased with fuel, a kine 
should increase his power by energy. . Even a weak but 


energetic king enjoys the favour of royal fortune. °+ 


49. KJ II/8 


50. KJ 11/11 


. 51. Utthane naidhyetsatvam 

indhaneneva pavakam j 
ariyo hi satatotthayi 

durbalo. pi samasnute ; 1] 


kaimandakiyanitisara 14/20/9 
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15. The energy source ef a king:- 


Kautilya divides the power of a king into three 
categories. They are power of counsel, power of 
treasury and army and power of eneray.?2 Bharavi 
expresses the power of strength ie the root of the 
other two povers in the speech of Bhima. Bhima again 
gays the capable man attains everything by their 


53 


provwesa. Manu offers a discordant note.-4 But 


Kamandaka and Kautilya support Bhima's view.°5 


‘ - ve ’ 
52. Sakti strividha jnadnavalam mantras’aktih 
’ 


kogdadandavalam prabhus’aktih , 
ca ? 


vikrama valam utsahas’aktih | 
* 


Kautilya 6/2/99 
53. Kd 11/18 


54. Samna dana bhedena samastairathava prthak | 

ae 

vijetum prayatetdrinna yuddhé@mkadacana I 

| (Manu V1II,198) 
55. Rajanam uttisthamana manuttiathente bhrtyah | 
3 ; 3s rs 

pramadyantam anupramadyanti . | 
karman i casya bhaksayant i | 
Dvisadbhiscati samdhiyate | 
Tagmadutthanam atmanah kurvita | 


hautilya - 1/19/1-5 


16. All undertakings should be proceeded by 


deliberation: -— 


= 


After listening to the fiery speeches of Draupadi 


and Bhima Yudhisthira observes that an enterprise 


without intellect proves fruitless. Fautilya also says 
the same thing. Success achieved by might alone, may 
be considered as to have been obtained by chance. But 


succesga secured by might with detailed planning is 
preferable. So Yudhisthira says it is better to 
undertake careful planning. This is supported by the 
views of Kamandaka.>/ Again Yudhisthira opines that 
Nitisastra should be consulted when there is a conflict 
of ideas.°8 The defeat if resulted from pursuing the 


path indicated by great man should not be blamed.°? 


56. Mantrepurva ssarvarambhah 
Kautilya 1/15.2 

57. Aripsnuna mantravala nvitena 

rageva karyo nipunam vicdrah i 
prageva saryo pipuoam vicaran 

Dosnam valanmantravalam gariyah 

of ° 

gakro'suran mantravalad vijigye 1] 


kamandakiyanitisara XV1/24/57 
58. KJ 11/33 


59. KJ 11/34 
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Anger is the great enemy of an ambitious person. 
Like the dark fortnight losing the lunar digits a 
powerful man lo ses all his extravagant atrength if he 


ig unable to check anger . 9 


Manu also says like 
that. 61 But Yudhisthira at the same time says a king 
should maintain the balance of his mind and adopt 
severity or mildness of means according to the demand 
of occasions. °4 
17. Adverve effect of haughtiness: 
Suyodhana is inflated with pride:and this leads 
him to inflict insults on his allies. This forces. them 
to desert him and those disgruntled kings can easily be 


seduced to join them. 63 Yudhisthira apprehends that an 


untimely attack before the expiry of time may enrage 


the neutral kings. A proud and arrogant king is sure 
to act foolishly and alienate even his staunch 
supporters. Hence Bharavi advocates avoidance of 


haughtiness on the part of a ruler. 


60. KJ 11/36 to 37 


61. Krodhajesvatmanaiva tu ~ Manu VI1/46 


62. KJ IJ1I/39 


63. Kruddha_ lubdha bhitdva maninastu 
paresam krtyah | Arthasastra 1/13/22 
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Neutrality: 

Yudhisthira concludes his remark by telling to 
adopt a policy of watch. This is called a policy of 
neutrality. Yudhisthira advocates that the prosperity 
of an ill-trained enemy should not be given much 
importance because such an enemy is sure to give a 
chance which will enable the conqueror to overcome 
them. So neutrality should be adopted at the rise of 


such an enemy. 64 


The topics which are discussed above are purely 


political wisdom which Bharavi incorporates in the 


poem. A poet reflects the picture of his time. 


Bhairavi is a keen observer of the then prevailing 
political eondition. Petty kingdom fighters one 
another with marauding enemies knocking at the door 
have moved him a lot. Hence Bharavi has tried to 
incorporate finer shades of the art of Governance in 
the texture of his epic, 80 that his dormant countrymen 
would understand their implication and make their 
country strong and prosperous. 


64. Matimanvinayapramathinah 


* . 
samupekseta samunnatim dvisah I 
e 


Sujayah khalu tadrgantare 
e ry . 
vipadanta hyavinitasaspadah. it KJ I1/52 


* 


254 


PHILOSOPHICAL THOUGHT 


Philosophy deals with metaphysical thinking. It 
is not concerned with the day to day world of bread and 
butter. It seeks to explore the reality underlying 
“this phenomenal world and tries to know the ultimate 
aim of life and the purpose behind this creation. 
Indian philosophy has established the four fold aims of 
life called Purusartha Catustaya which includes dharma, 
artha, kama and moksa. It believes that this world of 
gound and sense is a place of bondage. The real 
happiness lies in the attainment of moksa, the ultimate 
release from the cycle of birth and death and this is 
possible through the grace of Almighty God. Bharavi is 
a product of this tradition. So in his Kiratar juniyam 


we find the thoughts interspersed through out the book. 


The poet of Kiratar juniyam is surely a practical 


man. He has common sense and is acutely conscious of 
self respect. He never asks for anything to anybody 
sacrificing his honour. He wants to live like noble 


man. 6° He never tolerates denunciation. He is 


65. Yada vigmh ati hatam tada yasah 
e co . 
karoti maitrimatha dusita gunah — | 
. a r oe . 
Sthitim samiksobhayatha pariksakah 
» rd ° 


karotyavan jopahatam prthag janam.— | KJ KIV/24 
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considerate, calm and cool. His seif respect is not 
‘accompanied with meanness. Restraint is a quality of 


his personality. 


1. Jivana Dare:.an of Bharavi: 

Bharavi wants synchronisation of the - three 
purusartha as (duty, wealth and lust) reflected in the 
reporting of Vaneca rao although he provea the 
inferiority of enjoyment in some places .§?7 Moksa does 
not find place in Bharavi'’s imagination rather he wants 
to stay in this world with enthusiasm without giving 
much attention to condition after death. Among the 
Sanskrit poets, he is the only aggressive poet with a 
strict conscience. 68 Bharavi told in the form of 
advice by Vyasa that "by dint of strength alone you can 
conquer earth ao try to strengthen your power. 6? 
66. Asaktamaradhayato yathayatham 

vibhajya_ bhaktya samapaksapataya 1 

Gunanuragadiva sakhyamiyivan 


na badhate’sya triganah parsparm. 1] J I/ti 


67. Kd XI/12, 35 III/13 


68. KJ JI/9, 13, 14, 15-22 


69. Ititena vicintya capanama 
prathamam paurusacihnamala lambe | 
e 
Upalavdhagunah parasya bhede 


gacivah duddha ivadade ca banah. jf Kad XI11/14 


9 e 
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Bharavi wants to win the war by courage. Getting 
prosperity is an important point of Bharavi. Bharavi’s 
prosperity consists of beauty, richness, glory, grace 
ete. He conceives that the glaze of a person should 


not be leasened by enemy. 79 


~ t 
Bharavi admires Siva ag the Supreme God. He wante 
' .. 
to see Siva as beautiful. He is the only poet who 
wants to see manliness with elegance and enthusiasm 


with modesty asa is evident in the deecription of Arjuna 


71 


~ ‘= 
in penance. That ia why Vira and Santa exist in his 


work, side by gide.’2 Bharavi gives much emphagia: on 


~ 70. . Jvalitam na hiranyaretasam 

é . 
cayama@skandati bhasmanam janah _ ! 
Abhibhutibhayadasunatah 


sukhmu jhanti na dhama_maninah it K3 11/20 
J 


71... Athabhipasyanniva vidvisah purah 
ry ¢ e 
_ . 
purodhasa ropitahetisamhatih | 
Babhara ramyo’pi vapuh sa bhisanam 
° ore 


gatah kriyadm mantra ivabhicdrikim || Kd III/56 


7 ’ 


. * 
72. Vita Janma jarasam param suci 


bramhanah padamupaitumicchatam | 
Agamadiva tamopahaditah 
r) 


@ambhavanti matayo bhavacchidah — 11 J V/22 


penance and devotion. He wants to see the life of: a man 
to be purposeful and no hindrance should make him tired 
or insincere. /3 The greatness of penance of Arjuna was 
deacribed by Bharavl with much devotion but Bharavi’s 
penance is also capable of giving splendour and 


valour. 74 


1. The Path of Attaining God 

Discharge of. one’s duty does not prevent one from 
attaining salvation. But an ordinary man entrapped 
with worldly worries does not know how to perform one’s 
duty to perfection. Still he wlll be free from all 


miseries and attain salvation by the grace of Goa.75 


73. Kd VI/19, 28 
74. KS XIL/7-15 


75. Dakainadm pranatadaksinamurtim 
@e Go a ¢@ 
tatvatah sivakarima viditva | 


Raginadpi vihita tava bhaktya 
¢ 


gamsmetirbhava bhavatyabha vaya || KJ XVIIV27 


In the Bhagavad Gita Lord Krsna demands complete 
surrender and promises salvation. /6 Ar juna narrates!/ 
that the very sight of God destroys the bond of deeds, 
get rid of bondage and leade to salvation. The form of 


God as Kir&tapati is an illusion because God has no 


real form. 78 


Sometimes God takes the form for reasons 
not Known to the ordinary man. Again Arjuna narrates 
79 that every one in this world whether he is an ‘asura 


or a man attains greatness only by bleasings of the 


Almighty. 


2. Doctrine of Karma 

Similar endeavohr and equal performance bring 
different result in the case of two different persons. 
This is explained as the difference of merit earned in 


‘the previous llfe. Bharavl also supports thia view... 
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76. Manman& bhava madbhakto 
madyaji mam namask. ‘ucu | 


Mamevaisyasi satyam te 
es 


3] 


pratijane priyo’si me 1 t- Git RVIII/65 


77. Yuktah svas'aktyd munayah prajanam 
ry ? ~——— 


: : ‘ 
hito padesaj rupakdra vantah | 


Samucchinatsi tvamacintya dhama 


G4 


. karma@nyupetasya duruttarani 1] KJ XVIII/29 


78. KJ XVIII/33 


ta 


1%. J XV1II/36 
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3... Soul and Re-Birth 
Transformation of soul has been accepted by almost 


80 


all the poeta even by Bharavi and by different 


philosophical system of Indla. 


Indian philosophy believes in the immortality of 
soul. When death strikes, the physical body ila 
destroyed, but the soul goes away to take a new body. 


Srimad Bhagavatgita also accepts this view. 


Vasansi jirnani yatha vihaya 
navani gc: hnadti naroparani | 
. ¢ 
Tatha garirani vihaya irna 
ta 
nyananl sah jati navani dehi Il 


Bhagvatgita 11/22 


This transformation and transmigration of the soul 
has been accepted by all the classical poets. Bharavi 
is not an exception to this. Siva, in KJ says , that 
Arjuna is non but an incarnation of Nara of 


vadarikas’rama. 


Badaritapovananivasa 

niratamavagata manyatha | 

Dh turudaya nidhane Jagatam 
naramamslamadipurusasya gam gatas | KJ 12/33 


80. KJ XI1/35 
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4. Importance of Sacrificial Rites : 

| Bharavi poasesses great regard for sacrificial 
rites. It is evident from his comparison of a cow and 
a calf to the pouring of oblation in the fire preceded 
by the chanting of a RkS? Another example of 
sacrificial rites is cited when the serpents created by 
“Arjuna, are eaten up by Garuda created by Siva. This 


ig compared to removal of a fault in the sacrificial 


rites by another rite. 84 
5. Principle of Life : 


Bhadravi's emphasizes on the equal pursuit of the 


three purusartha®? (duty, wealth and iuat) aa reflected 


in the words of vanecara. The poet thinks moksa 
_ nl arn ian 
remaine beyond the reach of ordinary man. Quietisatic 


81. Jagatprasutir jagadekapavani 
vera jopakantham tanayairupeyusi an | 
Cer @ 
Dyutim gamagram samitirgava 


masabupaiti mantrairiva samhitahutih || KJ IV/32 


82. Sthitah visudhe nabhasiva satve 
dhamna tapoviryamayena yuktan l 
U meee : > 
Sastrabhighataista ma jasramiaa 


stvasta vivasvantamivollilekha | | KJ XVII/48 
Saweg Ss Ti vesvances worst ee AY 


83. KI I/ii 
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mood can not be cultivated by ordinary man. So sages 
and ascetics are. only capable of attaining moksa 


through quietness. 24 


Sometimes it is found that a person on the right 
track followed by the great perishes, while another 
prospers by doing the: opposite. Bharavi advocates the 


pursult of right path whatever may be the reault.%9 


The behavior of Dhrtarastra towards the Pandavas 
transgressing the right path for an ardent desire for 
enjoyment referred to by Vyasa as the weak point of 
86 


man Real greatness lies in following the path of 


84. Vihaya lant im nepa! dhama tatpunah 
td e 


prasida samdhehi vadhaya vidvisam | 


: > - - : _ 
Vrajanti satrunavadhuya nihsprha 
e ¢@ 


~ 


gamena siddhin munayo na bhubhrtah | | J 1/42 
e r) 


| 


@ e 


85. Sprhaniyagunairmahatmabhi 
gcrite vartmani yacchatam manah | 
Vidhiheturaheturagasam 


vinipato’pi samah samunnateh il 
’ e 


~ 


J 11/34 


— ~ * ° — ew 
86. Suta na juyam kimu tasya rajnah 
- 
« mm a 
suyodhanam va na gunairatitah | 
@ 9 


Yaatyaktavanvah sa vethavalatva 
e v 


~*~ 


J 111/13 


mohamvidhatte visayabhilagsah tt 
* s o 
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virtue. Yudhisthira exhibits his love for virtues, and 
e? 
his inclination to righteousnesa in spite of all 


provocation pleases Vyasa. 8? 


So. Bharavi advocates the path of virtue must be 


followed at any cost and it seens Bharavi practises it 


in his life. 


Bharavi is 4 staunch believer in righteousness and 
noble conduct. Courage and strong optimiam marks his 
personality apart from others. He believes in 
upholding the faith in the most trying circumstances. 
Hurdles and hardship never dampen his indomitable 
spirit. 88 Bharavi thinks nothing is tiresome to a 
great man in the path to greatness. 8? Despondency 
arjsing out of exhausticn is the only obstacles to the 


attainment of guccess. 


ry 


87. Pathascutayam samitau ripunam 
e 
dharmyam dadhdnena dhuram ciradya | 


Tvaya vipatsvapyavipattiramya 


maviskrtam prema param gunesu yy KJ I11/15 


88. KJ III/17 and 40 and V/49 


89. KJ Vi/i9 
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To a pleasure seeking person, attraction of a 

beautiful woman is hardly avoidable. But Bharavi feels 
auch a weak polnt will take him unsuccessful as 
illustrated by Arjuna'sa firmness in the presence of 


divine damsels.?9 


In the eleventh chapter two different principles 
of life are advocated by Indra? + and Ar june’? 2 
respectively. Indra tells that beauty of youth is 
fleeting, and the objects of enjoyment are pleasing at 
the outset but painful in the end. Death is 
inevitable. Life is full of struggles. Act of 
violence and vices are meant to gather wealth and 
enjoyment which in their turn lead to oppression in the 
society, resulting in the loss of peace. So Indra 
emphasizes to pursue the course leading | to 


emancipation. 


But Ar juna puta emphasis primarily on the 
performance of duty. Bharavi thinks life is nothing 
but a collection of duties ordained by the gaetras 
befitting to the four stages of life. Bharavi wants to 


avoid Sannyasa before the performance of the duties of 


90. KJ X/62 


91. ¥1/10-36 


ous 


92. X1/38-81 
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a grhastha. Shirking one's responsibility for pursuit 
of the attainment of saivation doesnot get his 


approval. 


In the voice of the messenger of Kiratapati, 
Bharavi paints his ideal man who never tolerates 
forcibly taking of even a particle but gives up life 


when one humbly prayes for it.?3 


Bharavi'’s view suggests that a plain and ordinary 
life is wel-come but when enjoyment comes it should 
have no deficiency. So he says "an ornament without a 
jewel is preferable to that whose. jewel has been 
lost.?4 Bh&ravi believes in the inevitability of fate. 


He. aaya that when divinity is adverse, fruits of action 


ea ee ee ee ee ee ee i Ci i en Pee niee we i. Ge koko ie een me 


93. Savalepamupalipsite parai 
‘pabhyupaiti vikrtim rajasyapi ! 
Arthitastu_na mahansamihate 
jivita kimu dhanah dhandyitum a1 KJ RIII/56 
94. Varam krtadhvastagunad 
atyantama gunah puman | 
Prakrtya hyamanih s’reya 


nndlamkara acutopalah || KJ XV/15 
¢ : 
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Like a good harvest in agriculture slips out of hand. ?° 


Thia illugtrates the poet’s faith in divinity. 


Begging for favour is condemned in Bharavi'’a 


imagination? ® 


as it. robs of self-respect and pride of 
the supplicant. A deep sense of self~respect 
therefore, should be cultivated. and to preserve one’s 


honour one should be ready to sacrifice one’s life if 


the need be felt for such a course of action. 
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95. Krtantadurvrtta ivaparesam 
purah pratidvandini pandavastre | 
Atarkitah panitalannipetuh ' 
kriyaphalaniva tadadyudhani VI 
XV1/29 


96. KJ &III/18 
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CONCLUSION 


From the survey of the previous Chapters, it is 
clear that Bharavi enjoyed spectacular success by 
weiting hie Kiratarjuniyam in the world of scholars. 
Whether the poet wrote any other literary work we donot 
know nor do we Know where he flourished. Though the 
scholars have tried to fix up his time with many 
powerful arguments still it cannot be .gaid- with 
certainty that Bharavi flourished in auch and = such 
time. All that can be said that he definitely attained 
fame as a poet of first order by the time of the Aihole 
inscriptions of Pulakesin II of 634 A.D. This 


definitely ls the lower limit of Bharavisa time. 


Regarding his place it can be said that he spent 
most of his time in the southern part of India, tmost 
probably under the patronage of Pallava kings. The 
identification of Bharavi with Damodara, the -great 
grand father of Dandin Ls suspected. From the Avanti 


Sundari Katha it is proved that this Damodara got the 


patronage of the king Visnuvardhana on the 
s 

recommendation of Bharavi. Hence it is wrong to take 

them as identical. From the references of 


Kiratdr juniyam it is proved beyond doubt that Bh@aravi 
apent moat of the time in the royal courts of southern 


India and he has described with much gusto the dashing 


of the waves of the sea against Sahyadri mountains and 
the sandal wood foreata infested with serpents. These 
descriptions are peculiar to the South as sandal wood 
forests are not seen in northern India. Bharavi 
describes the palace intrigues, political consultations 
march of the army etc. from his first hand experiences 


of the royal courts. 


His Kiratar juniyam displays all the characteristic 
features of a mahakavya as propounded in the famous 
rhetorical treatises like Kavyadarsa, Sahityadarpana. 
Bharavi begins his poem straight from vastunirdega. He 
avoids agis or namaskriya in the beginning of his poem 
as these are not integral to the development of the 
plot of hia grand eple work. The aubject matter has 
been rightly taken from the famous epic Mahabharata as 
the readers enjoy reading literary work centering 


around the famoua epic personalities as they are easily 


identifiable. 


Kiratar juniyam containa 1040 verses distributed 
over 18 Cantos. Its Hero is Arjuna and he possesses 
all the characteristics of Dhirodatta nayaka. He is a 


scion of illustrious Kuru family being the gon of 


Pandu, the younger brother of Dhrtarastra. It is full 
@ re 

of deacription of citlesa, oceans, mountainga, sunrise, 

moonrise, amorous sports and beautiful scenes. We also 


find descriptions of war in it. 
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The main sentiment of Kirdtar juniyam is heroic 
though other sentiments come as accessories. It is 
full of five sandhis. The sargas end in a different 
metre. The word Lakemi ia invariably geen in the 
concluding stanzas and beginning of each Cantos. The 
5th and 18th Cantos display Bharavis dexterity in the 
“use of different metres. Contrary to expectation, 
Kiratar juniyam does not contain the descriptions of 
marriage scenes or the birth of a son which are so 
integral to later day mahakavyas . The reason may be 
that it is primarily a heroic poem. We find almost all 
the sandhayangas in Kiratar juniyam. Thus from the 
technical point of view the KirStar juniyam appears to 
be a perfect specimen of the mahakavya as enunciated in 


Sanskrit rhetorical treatises. 


As regards the characters in Kiratae juniyan are 
concerned, Bharavi has displayed his dexterity in it. 
We see altogether eilaht principal characters in it. 
“All his characters are memorable ones. They never 
shirk from their duties and always keep to the path of 
righteousness and are utterly conscious of their self- 
respect. They never transgress their limits. Worldly 
enjoyments never dampen their spirits. Some of his 
characters appear to be different from the epic ones. 


For example, his Draupadi displays her intimate 
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knowledge of the statecraft not geen in Mahabharat. 
Hla Bhima ia different from the Bhima in MahSbha@rat as 
he ig painted also as a fine politician well versed in 
the art of politics. His Suyodhana appears to be an 
able administrator and benevolent ruler. The Kuru 
countcy attains all round prosperity under his 
benevolent rule. His Yudhisthira is aman of caln, 
paaalonlesaa judgment and always keeps to the path of 
unswerving rectitude. Adherence to the path of dharma 
marks. him apart from the rest of Kuru princes. A. man 
of cool deliberation, he weighs the pros and cons of 
every situation before taking a final declsion. Though 
excited he never lo-ses his cool as loss of self- 
control often doea not yleld the desired result. Hence 
Yudhisthira advocates to follow the path of 
conclliatory attitude. |. Utterly conscious of the 
fleeting nature of the royal fortunee he never loses 
his self-control and does not fall. a prey to its 
allurement. The apparent prosperity cf the enemy does 
not diaturb his mental piece if the enemy is rushing 
headlong towards the path of disaster, because 
Yudhisthira knows fully well that arrogant rulers very 
often invite their own end. Bharavi’s Yudhisthira thus 
appears to be a metamorphosis from the epic as he is 


painted as aman of strong personality and a man of 


firm determination. Hie Arjuna is deacribed. as 
courageous, courteous and firm in resolve. He is soft 
spoken, wise and aman of tremendous, self-respect. 
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Challenges never dampen his Spicit nor does he run away 
from them for fear of life. A poet at heart he is 
alive to the beauties of nature and describes the 


minutest details of the autumnal scene with such 


fineness not geen elsewhere. Utterly devoid of greed 
he never seeks even attainment of salvation or 
sovereignty through penance. His kirata is: a fine 


Specimen of a devoted messenger ever willing to serve 
his master. Though a vanecara, he is far ahead of even 
city dwellers in the knowledge of his statecraft. He 
is peerless as a spy and collects necessary 
informations with such fineness that even the well 
maintained network of spies of Suyodhana never get an 
inkling of hla activities. Hla Vyasa and Indra appear 


‘to be perfect creations befitting the plot of a 


mahakavya. Vyasa is an excellent advisor and 
adjudicator of men and matters around him. He igs a 


repository of Vedic knowledge and many occult sciences. 


Indra is painted as a loving father and a great 


‘philosopher. .He lays stress on the attainment .of 
emancipation, because, this world is nothing but a 
bondage. Though Arjuna happens to his own son, his 


filial affection never gets the bettes of him to bestow 
boons on Arjuna without testing him. Pleased at the 
firm determination of Arjuna he reveals himself at last 


' 
and advisea him to propitiate Siva.. Thus, the epic 


characters in Kiratarjuniyam appear more polished, 


practical and spirited with the silken touch of 
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Bharavian unparallel genius. Bharavi have moulded them 
im atch a way that they appear more appealing and 
endowed with distinct personality not geen in 


Mahabharata. 


Bharavi is a poet cf measured words. He does not 
like unnecessary descriptions. Forceful expressions 
full of practical wisdom marks him apart from other 
writers. In Kiratar juniyam one finds profuse instances 
of powerful dialogues. Polished and stately phrases 
add a unique distinctiveness to his verses. His style 
is grand and bristles with rhythmical sound not seen 
else where. His characters give vent to their feelings 
with. appropriate phrases befitting the occasion. The 
Speeches of Draupadi display an underlining tone of 
sarcasm. Bhimas utterances are full of heroic 
haughtiness so natural with a great warrior and Vyasa’a 
words have a rare calmness befitting a sage. His style 
is not loaded with recondite expressicns nor do we find 
long compounds and use of rarest of rare words in 
Bharavian verses. Though Bharavian muse doesnot have 
the simplicity forcefulness and sweet elegancy of 
Kalidasa, still it has a rare gracefulness of its own. 
His style cannot be called Gaudi nor can it be said to 
be vaidarbhi. Though we donot find overdoses of 
grammar in the Bharavian language still Bharavi takes 
' delight in frequently employing ka mavicya and 


bhavavacya expressions, Specially his use of double 
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accusative is so appropriate that the connoisseurs have 
taken a apecial liking to it. Hisa employment of 
kakuvakrokti and use of double negation in the sense of 
affirmation have proved to be the trend setter for 
later day poets. Bharavi'’s use of UT, LaN and LuN 
lakaras reveals his deep mastery of the fine nuances of 
different lakaras used in Sanskrit language for 
denoting past actions. ‘Wis use of bandhas have proved 
to be popular with his successors and points out his 
mastery of the use of words. Economy of words and 


clarity of expressions one the main features of 


Bharavian style. 


Bharavi is primarily a poet of heroism. His 
depiction of heroic sentiments deserves commendation. 
While Kalidasa is a pastmaster in the depiction of 
Srngara, Bharavi is second to none in the depiction of 

Py 
heroism i.e. Vira. Though we find the treatment of 
other sentiments in Kiratar juniyan etill the lyrical 
aspect is not so prominent in it. He has _used 
appropriate metres for the depiction of various 
sentiments. His figures of speech add to the beauties 
of poetic expression. Specially, his arthadntaranyasas 
appeal to the readers most pregnant ag they are with 
practical wiadom. Vaiweagtha appears to be the 
favourite metre of Bharavi. Though Bharavi sometimes 


has used rare metres like udgata, still his metres 


appear to be simple and befitting. to the occasion. 
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Bharavi avoids conaciously the employment of longer 
metres as ai result of which we do not find any 
extravagant and unnecessary display of metrical 


exuberance in his works. 


Bhaéravi ranks among the greatest poets of Sanskrit 

literature and his rhetorical skill, knowledge of 
‘ 

different aastras and treatment of various shades of 


human emotions make Kiratarjuniyam a masterpiece ever 


dear to the readers. 
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